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This qualitative inquiry explored how art educators might broaden their views of place 

through critical encounters with art, local visual culture, and working with older artists. I 

combined place-based (PB) education and intergenerational (IG) learning as the focus of an art 

education curriculum writing initiative with in-service art educators within a museum setting to 

produce PBIG art education. This study engaged art educators in cooperative action research 

using a multi-modal approach, including identifying and interviewing local artists to construct 

new understandings about local place and art to share with students and community.  I used 

critical reflection in our cooperative action research by troubling paradoxes in local visual 

culture, which formed views of place including Indigenous cultures.  Using Deleuze's Logic of 

Sense (LOS) theories of sense and event, enabled concept development through embracing the 

paradoxes of this research as sense producing.  LOS theory of duration complements IG learning 

by clarifying the contributions of place and time to memory and experience. Duration suggests 

that place locates the virtual past, which is actualized through memories--one of the shared 

experiences of IG learning.  Rethinking IG relationships as a sharing of experience and memory 

while positioning place as a commonality, dismantles ageist notions by offering alternatives to 

binary thinking about old and young. By triangulating participant data based on the extended 

epistemology of cooperative action research and Deleuze's pure event, I assess the credibility of 

participant learning.  Critical reflection in cooperative action research combined with LOS 

theory is significant because the reflective aspect of action research aligns with Deleuze's pure 

event. Vital curricula and teacher praxes resulted when participants integrated localized 

experiences of place through older artists' memories and art. 



ii 

Copyright 2017 

by 

Elizabeth Ann Langdon



iii 

ACKNOWLEDGEMENTS 

I would like to express my thanks to the Priddy Foundation of Wichita Falls, TX for 

providing funding which offered financial support to me and the North Texas Institute for 

Education in the Visual Arts (NTIEVA) which supported much of this research.  It is with 

deepest gratitude I acknowledge my dissertation advisors, Drs. Nadine Kalin, Adetty Pérez de 

Miles, and Jack Davis who supported my work and provided invaluable suggestions and 

encouragement. I thank them for their continuous support of my Ph.D. study and related 

research.  Dr. Kalin’s role as my initial advisor provided encouragement to explore place and 

action research as foci for curriculum and practice.  My committee co-chair, Dr. Perez de Miles 

offered invaluable insight regarding theory as a methodology and taught me that my perspective 

was also vulnerable to critique.  Dr. Davis introduced me to the Priddy Foundation, the 

possibilities of studying early North Texas artists and intergenerational learning.  My sincere 

thanks to all the research participants and additionally to Nancy Walkup, former director of 

NTIEVA and Dr. Francine Carraro, director of the Wichita Falls Museum of Art.  

My work would have not been possible without my dear husband Earl Bates, who offered 

his endless love and support.  My gratitude and appreciation go to all those who stood with me 

and encouraged me throughout my educational journey, particularly my daughters, Dr. Megan 

Langdon Prickett and Erica Leigh Irwin–their unwavering support contributed greatly to this 

achievement.  Finally, I need to acknowledge the contribution of the inspirational people who we 

have lost during this process: Mary Stephens, artist participant, whose sense-producing art and 

story proved pivotal in expanding my research; Lucille Langdon, my mother and first teacher; 

and my brother, Patrick Langdon, who introduced me to the ridiculous and paradoxical in Lewis 

Carrol’s writing when we were budding adolescent philosophers. 



iv 

TABLE OF CONTENTS 

Page 

ACKNOWLEDGEMENTS ........................................................................................................... iii 
 
LIST OF TABLES AND FIGURES.............................................................................................. ix 
 
CHAPTER 1. INTRODUCTION ................................................................................................... 1 

Section 1. Overview ............................................................................................................ 3 

Place-Based Education and Local Art .....................................................................5 

Creating Art Curriculum from the Local .................................................................6 

Section 2. Linking Early Texas Artists to Early Texas ....................................................... 7 

Section 3. PBIG Art Education ........................................................................................... 9 

Statement of the Problem .......................................................................................11 

Justification for PB Education with Older Artists .................................................11 

Perspectives of Place..............................................................................................12 

Research Questions ................................................................................................18 

Melding of Methodologies and Content ................................................................20 

Significance of the Study .......................................................................................21 

Limitations and Structure of the Study ..................................................................21 
 
CHAPTER 2. REVIEW OF LITERATURE ................................................................................ 23 

Intergenerational and Place-Based Learning .................................................................... 24 

Shared Attributes and Goals ..................................................................................24 

Intergenerational Theory and Practice .............................................................................. 26 

Intergenerational Learning and Art Education ......................................................29 

Older Artists ...........................................................................................................32 

A Community of Senior Artists .............................................................................33 

Place-Based Education...................................................................................................... 34 

Curriculum as Environment ...................................................................................35 

Place-Based Schools and Curriculum ....................................................................36 

Theoretical Perspectives ........................................................................................37 

Contributions to the Literature .......................................................................................... 45 
 
CHAPTER 3. METHODOLOGY ................................................................................................ 47 



v 

Context for the Study ........................................................................................................ 47 

Site of the Research .......................................................................................................... 49 

Action Research as Practice .............................................................................................. 50 

Cooperative Action Research ................................................................................54 

Critical Action Research ........................................................................................54 

Design of the Study ........................................................................................................... 56 

Participants as Source of Data ...............................................................................57 

Data Collection Procedures ....................................................................................59 

Data Analysis .................................................................................................................... 71 

Critical Reflections and Cooperative Resolutions .................................................72 

Narrative Analysis .................................................................................................78 

Deleuzian Theory as Data Analysis .......................................................................80 
 
CHAPTER 4. THEORY ............................................................................................................... 82 

Using Deleuze’s Logic of Sense as Theory in Analysis ................................................... 82 

Deleuze’s Ontology .......................................................................................................... 84 

Immanence .............................................................................................................86 

Difference and Identity ..........................................................................................91 

Being and Becoming ..............................................................................................92 

Duration and Time .................................................................................................93 

Logic of Sense and the Paradox of Time ...............................................................96 

Implications............................................................................................................97 

Logic of Sense................................................................................................................... 97 

Events, Common and Pure .....................................................................................98 

Alice’s Becoming through Paradox and Nonsense ................................................99 

Becoming and Identity in LOS ............................................................................100 

Simulacrum ..........................................................................................................101 

Common Sense and Fixed Identity ......................................................................107 

Sense vs. Representation ......................................................................................108 

Critiques of Deleuze ............................................................................................120 

Deleuze’s Use in Art Education ...........................................................................120 

Using Deleuze ......................................................................................................125 
 
CHAPTER 5. FINDINGS ........................................................................................................... 130 



vi 

Section 1:  The Summer Seminar ................................................................................... 132 

Carol Rose (Teacher) and Mary Stephens (Artist) ..............................................133 

Jeanette Harris Heiberger (Artist) ........................................................................136 

Audra Miller (Teacher) and Ralph Stearns (Artist) .............................................138 

Claire Walker (Teacher) and Wanda Ewalt (Artist) ............................................143 

The Three Water Dippers.....................................................................................147 

Section 2: First-Person Analysis and Commentary on Views of Local Place ................ 149 

Emergent Themes of Ethical Empiricism in Analysis .........................................150 

Relationship of Place and Memory Series ...........................................................153 

Defining Series.....................................................................................................155 

My Series: Engaging Geopolitical Place through Historical Perspective ............156 

Participants’ Place Lacks Indigenous Presence ...................................................160 

Nowhere But in Museums ...................................................................................167 

Deleuzian Analysis and Views of the Local ........................................................174 

Kiowas and Kooks: A Disjunctive Synthesis ......................................................176 

Present Voices of Indigenous Peoples .................................................................178 

Western History: Indigenous Time ......................................................................179 

Whitestream and the Portmanteau .......................................................................180 

Section 3: Series Produce Sense with a Paradox of Sensation and Simulacrum ............ 183 

Identifying Native American: Mary Stephens and Place .....................................184 

Paradox of an Artist’s Authenticity .....................................................................186 

Stephens Painting Native Americans ...................................................................189 

Paradoxes of a First- and Second-Person Stance .................................................195 

Critique of the Authentic .....................................................................................199 

Paradox of Authenticity and Experience .............................................................200 

Stephens’s Story Revisited ..................................................................................202 

Sense-Producing Function of Art.........................................................................210 

Section 4. Intergenerational Learning Produce a Sense of Place.................................... 212 

Adult Intergenerational Relationships .................................................................214 

Intergenerational Relationships Produce Sense ...................................................224 

Place and IG Learning .........................................................................................231 

Section 5. Investigating the IG Event through Participant Learning. ............................. 236 

Critical Contributions of IG Learning ..................................................................238 



vii 

Theorizing Age vs. Experience ............................................................................257 

Stearns Limits the IG Relationship ......................................................................258 

Section 6. Age, Ageism, and Aging. ............................................................................... 262 

Finding a White Anglo-Saxon Female Artist ......................................................263 

The Rauschenberg Connection ............................................................................266 

Ewalt Challenges the Grandmother Stereotype ...................................................269 

How an IG Learning Event Works ......................................................................276 

Place’s Sense Creation .........................................................................................287 

Section 7. IG Learning About Place and Art .................................................................. 291 

Audra Miller’s Living Educational Philosophy ...................................................293 

Sense Production and Contributions to a Curriculum of Place............................295 

Summarizing How ...............................................................................................298 

Action Research ...................................................................................................299 
 
CHAPTER 6. CONCLUSION.................................................................................................... 302 

Theory, Methodology Place and Age ............................................................................. 302 

C2ARLOS as Methodology ............................................................................................ 304 

LOS and Place, Duration, Time, and Memory ....................................................305 

Using Tools of C2ARLOS ...................................................................................306 

Recommendation .................................................................................................308 

Question 1: How Might Art Educators Gain a Broader View of Place through 
Discovering the Stories Of and Working With Older Artists? ....................................... 311 

Second and Third Pure Event ..............................................................................314 

Place Affects Artists ............................................................................................316 

Implications of PB Art Education ........................................................................318 

Recommendation .................................................................................................319 

Question 2: How Might an Art Educator’s Curriculum and Praxis Benefit by 
Incorporating Broader Views of Place from the Stories of Local Older Artists? ........... 319 

Mentoring a Practice ............................................................................................320 

IG Learning and Community as Curriculum .......................................................321 

Teaching a Community, Empowering Artists .....................................................322 

C2AR Activates Participants ...............................................................................324 

Implications..........................................................................................................324 

Recommendation .................................................................................................325 



viii 

Question 3: How Might Art Educators Gain a Broader View of Place by Reimagining the 
Virtual Past through Intergenerational Relationships? ................................................... 326 

Sense and Memory ...............................................................................................327 

Implication ...........................................................................................................328 

Recommendations ................................................................................................328 

Evaluating the Research .................................................................................................. 329 

Recommendation .................................................................................................330 

The Intersection of Place and Age, Theory and Methodology ............................330 

Epilogue: From Glow to Steady Flame .......................................................................... 331 
 
APPENDIX A. APPLICATION TO PARTICIPATE PLACE-BASED ART EDUCATION AND 
CURRICULUM DEVELOPMENT PROJECT ......................................................................... 332 
 
APPENDIX B. EXIT INTERVIEW QUESTIONS.................................................................... 334 
 
APPENDIX C. A BRIEF BIOGRAPHY OF JEANETTE HARRIS HEIBERGER .................. 338 
 
REFERENCES ........................................................................................................................... 341 

 

  



ix 

LIST OF TABLES AND FIGURES 

Page 

Tables 

Table 3.1. Schedule and objectives of WFMA action research workshops .................................. 60 

 

Figures 

Figure 4.1. Bergson’s cone. Taken from Bergsonism (Deleuze, 1988, p. 60). ............................. 94 

Figure 4.2. Einstein’s Light Cone. This version includes the future light cone.  From original 
png. by Stib https://en.wikipedia.org/wiki/File:World_line.svg ................................................... 95 

Figure 5.1. Oz. Mary Stephens.................................................................................................... 134 

Figure 5.2. Spirits of a Summer Dance, Jeanette Harris Heiberger. ........................................... 136 

Figure 5.3. Halloween. Ralph Stearns. ....................................................................................... 138 

Figure 5.4.  Scarlet Macaw.  Ralph Stearns’s mural and the author........................................... 140 

Figure 5.5. Rocket 6’ x 5’. Audra Miller’s fourth grade mural installed at WFMA. .................. 143 

Figure 5.6.  Walker presenting video capture of Ewalt’s Untitled, photographed in her home. 145 

Figure 5.7. Untitled, Wanda Ewalt. Photographed with Walker (l) and Ewalt (r). .................... 146 

Figure 5.8. We are home, Debbie. Wichita Falls Community Quilt Square, Robert Britain, 2014.
..................................................................................................................................................... 158 

Figure 5.9. Kiowa Heritage. Mary Stephens. ............................................................................. 191 

Figure 5.10. Gorald Drennon, Kiowa, Gourd Clan..................................................................... 192 

Figure 5.11. Dowry Ponies. Mary Stephens. .............................................................................. 194 

Figure 5.12. The Trader. Mary Stephens. ................................................................................... 195 

Figure 5.13. Red Rattle Dancer.  Jeanette Harris Heiberger. ..................................................... 210 

Figure 5.14. Rose’s journal page The Work of Mary Stephens: as a Sojourner. ........................ 221 

Figure 5.15. Detail from one of 25 panel’s from Audra Miller’s fourth grade mural. ............... 253 

Figure 5.16. Carol Rose’s mind map (detail). ............................................................................. 296



1 

CHAPTER 1  

INTRODUCTION 

Our personal relationships to history and place form us and in a reciprocal way we form 

them (Gruenewald, 2003; Lippard, 1997).  Perhaps my outsider status in Texas contributed to my 

curiosity in understanding local perceptions of place.  I had come to know several older artists in 

researching historic art of the Wichita Falls area of North Texas, and I was fascinated with their 

art and their stories.  Their knowledge was a valuable resource for learning about art, local place, 

and life and merited documentation and dissemination.  This dissertation constructs concepts of 

place and age with art educators and older artists.  Teacher-participants discovered and 

documented local visual culture and identified older local artists who brought place into greater 

focus in art curriculum.  The intergenerational (IG) experiences of teachers with artists and their 

art and artmaking processes enabled a different understanding of local place, one of the goals of 

place-based (PB) education.  I suggest when IG learning is practiced in conjunction with PB 

education, these two initiatives create rich associations to local place for educators and students, 

both of which belong in an art curriculum.  

The research methodology and theory grounding the narrative analysis intermingle in this 

narrative accounting, and grew out of my and participants’ experiences and critical reflection in 

cooperative action research.  I use the theory of Gilles Deleuze (1969/1990) Logic of Sense 

(LOS) and the concepts of sense, event, and duration to inform this analysis.  Our very different 

perspectives of the research site created paradox and contradictions.  As I reflected on these 

discordant views, I accepted all experiences as reasonable data for my investigation and LOS 

became an analysis methodology.  LOS’s duration theory links time and place through the 

concepts of experience and memory.  These concepts operate in PB education and IG learning 
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and are complementary initiatives which are practiced together in this cooperative action 

research.  By using LOS’s sense, event, and duration, I theorize the meaningful connections art 

teachers might make through experiences with older artists and memory to broaden perspectives 

of place. 

The challenges that arose in this research are the result of the critical reflection in this 

action research.  By sharing in the multimodal aspects of teacher-participants’ learning within 

cooperative research and by using analysis methodology of LOS, I came to learn much from the 

disjunctures.  In my view the following are important findings for other researchers and teachers, 

and those interested in PB education and IG learning, which I combine in an initiative called 

PBIG art education.  

• PBIG art education supports examining local popular visual culture critically to 

become more knowledgeable about how perceptions regarding place are formed, in conjunction 

with developing knowledge of the past with older artists.  In doing so, the sense produced offers 

opportunities for greater understandings about place.  

• Both older artists and art educator participants benefit developmentally in a reciprocal 

manner in IG learning by engagements focused on art, and through sharing unique perspectives 

of local place a broader view of place is created.  

• IG learning can work to disrupt ageist notions by redefining difference.  In viewing 

ageist notions through a critical lens, I identify ageist associations ingrained in modernist art 

education. 

• Cooperative action research is a valuable methodology to facilitate IG learning, in 

that it inspires intersubjective learning, values multimodal forms of participant learning, and 

when combined with critical reflection guided by LOS theory, it empowers PB education.   
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• LOS’s concepts of sense, event, and duration used in revisiting the salient events of 

action research, value the movement made possible with time’s passing and invite cyclical 

reflection.  LOS analysis coupled with cooperative action research produced results through its 

cyclical process of reflection, valuing all participants’ perspectives and input.  Place offers 

lessons when viewed through a critical lens in LOS. 

These findings flowed from the investigation of concepts for curricular development, 

based on personal experience and led to the development of theory which reimagined these 

concepts and created ways of doing research differently.  This chapter introduces the background 

and salient parts of the research methodology which led to these findings.  The first section is an 

overview of the focus and methodology of this research.  In this section I frame the context and 

relevant concerns that place and age address as foci for art curriculum.  Additionally, I introduce 

methodology to show how the intersection of theory and action research came to play a key part 

in analysis and development of concepts regarding the intersection of PB education and IG 

learning.  The second section describes my prior research which grounded this study.  In the last 

section I state the research problem, justification, and research questions and I describe how they 

were framed to address critical issues surrounding the use of place and age in curriculum.   

 

Section 1. Overview 

I designed this cooperative action research so art educators could explore ideas about the 

community and surrounding areas where they live and work with older artists.  Through 

participating in a series of workshops designed with a curriculum writing focus, art educators 

gained insights into place through identifying older artists, as part of an action research inquiry, 

and together we created new understandings about how place and age each informs the other.   
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This inquiry about art educators and PB education considers the resources of local artists 

and local place as the material of an art curriculum.  In this belief, I echo previous art educators 

(Efland, Freedman, & Stuhr, 1996; Freedman, 2003; London, 1994).  The philosopher John 

Dewey (1916) called for education to be an authentic experience through interactions with place.  

London (1988) lists the study of place and history as one of four main purposes of art education 

in an appeal for multiple visions of art education.  For more than 30 years, some art education 

researchers have recommended making the local a part of curriculum, which includes 

abandoning the conception of universal truth in favor of local and personal narratives (Efland et 

al., 1996; Freedman, 2003).  This approach offers possibilities for art educators to observe and 

critically reflect on the art and popular visual culture around them and investigate the stories that 

local place tells or what remains silent. 

Theories about place-based education are grounded in Dewey’s (1934) pragmatic 

philosophy of experiential learning, which led me to a comparative study of Dewey and Deleuze 

(Semetsky, 2006).  Semetsky (2006) connects Dewey’s pragmatism with the postmodern 

pragmatism of Deleuze.  Dewey’s concept is a unique singularity, whereas for Deleuze it comes 

from multiple rhizomatic parts as a single buzzing confusion (Deleuze in Semetsky, 2006).  

Deleuze suggests that what has to be taken from this confusion is the concept’s meanings, an 

evaluation, or a logic of sense (Deleuze in Semetsky, 2006).  Logic of Sense offers a 

methodology to develop concepts by being cognizant of the sense produced in events.  My 

understanding of Deleuze required an ontological shift to separate myself from an ingrained 

modernist perspective, and Deleuze’s ontology offered a different way of understanding matter, 

time, and being (Buchanan, 2000; Colebrook, 2002; T. May, 2005).  This enabled my 
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reconceptualization of age and place which led to rethink PB education and IG learning in 

developing PBIG art education. 

 

Place-Based Education and Local Art 

PB art education curriculum can be vital for teachers as a way to activate learning with 

the community, as well as a way to problematize difficult knowledge about the community 

(Cohen, 2005).  London (1994) recommends art educators use artists as models, because artists 

engage with life directly as if seeing place for the first time.  In this research, when selecting 

artists to participate, teacher-participants found challenges in connecting with diverse artists in 

the local environment, yet they found artists who offered valuable insights in different ways.  

These artists were integrally linked to the community and engaged with local life directly, 

making decisions about what was of value and what needs improvement (London, 1994).  

Teacher-participants found artwork that is particular to the local community and linked it with 

global issues (Lai & Ball, 2002; Wigginton, 1989).  This gave students information from a 

unique point of view within a shared context of place that could then be expanded to reflect the 

larger world outside.  This is a key reason for studying art.  Through it we find commonalities 

and understand differences in people and their values.  By looking at local art we link students to 

issues that directly affect them, we relate to students’ regional and cultural traditions (Bolin, 

2000), and we use regional content and ways of knowing the world to inspire students to produce 

socially, historically, and geographically relative art (Zimmerman, 1990).  

I acknowledge the inter-subjectivity of knowledge, in that when an awareness of place 

presents itself it has been “molded, shaped, created, and constructed by a vast network of 

impersonal systems and structures, foremost...are linguistic systems, cultural backgrounds and 
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structures of consciousness” (Wilber, 2006, p. 278).  I considered the popular visual culture of 

my research site, and the diverse perspectives offered by my multi-age participants as factors in 

producing a sense of conflict or unease which led to my exploring LOS analysis.  

 

Creating Art Curriculum from the Local 

Proponents of PB art education suggest that any environment can be an inspiration for 

teaching art, including the urban community (London, 1994; Powell, 2010), the rural 

environment (Szekely & Bucknam, 2012), and small communities (Keifer-Boyd, 2000; Lai & 

Ball, 2002).  Art teachers can encourage students to find a wealth of inspiration from their 

environments by simply tying a long string to the school door and walking a 100-foot radius 

(London, 1994), but finding and connecting with artists who have worked in the same local place 

can be more challenging.  Developing curriculum that extends a one-day lesson into a yearlong 

curriculum with relevant content mined from the local environment including art and artists 

requires inspiration, support, and the will to walk off the beaten path of mainstream art 

education.  Art educators who choose to embrace a PB art curriculum need guidance, 

encouragement, and resources to try a new approach to curriculum, and that is what this action 

research facilitated through the series of workshops’ actions and reflections.   

Based on a cursory review of art teacher preparation manuals, developing curriculum 

responsive to local place is an element that is missing in teacher preparation.  In current texts for 

art teacher preparation there is very little mention of lesson planning utilizing local resources.  

With the exception of Anderson and Milbrandt (2005) along with one section in a chapter in 

Szekely and Bucknam (2012), many texts recommend using art exemplars from the accepted art 

canon or contemporary art from internationally recognized artists, while suggestions for 
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exposure to local artists are often limited to those teaching in artists-in-the-schools programs 

(Hurwitz & Day, 2012).  This research shows that curriculum that is responsive to the rich 

information of context with local artists brings art curriculum to life and enlivens interest in local 

place, its stories and artists.  

The need for research in PB art education is real and I was fortunate to take part in just 

such an initiative.  In 2011, I was part of a research and curriculum-writing team that introduced 

historic local art and artists into classrooms of Wichita Falls, Texas.  It opened my eyes to a 

world of significant possibilities to bring the local back into school.  I discovered older artists, 

considered to be part of early Texas art (40 years prior to the current date), who were still 

working as artists.  Their longevity offered possibilities of learning about local place and its 

history.  

 

Section 2. Linking Early Texas Artists to Early Texas 

As part of a team researching early Texas artists from a geographic area 75 miles around 

Wichita Falls, TX, I found a productive source for contextual information about local artists in 

the archives of the local art association.  I found the well documented life story of a deceased 

Wichita Falls artist, in a self-published autobiography and this served as an important model, 

showing connections of local art to history, but more importantly, it revealed the connections of 

artist’s stories to the history of place.  I also found three early Texas artists who were still alive 

and working, who provided a living link from the past to the future.  They allowed me to visit 

with them in their homes, see their artwork, and hear their stories.  I learned some history of the 

area that I had missed in Internet searches, books, magazines, and visits to the local museum and 

art center.  Although two of these three women (ranging in age from their mid-70s to late 80s 
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had limited mobility, as they told me their stories, we walked back in time together.  They told 

me about their families, their histories, and primarily about the development of their artwork.  

The information provided a context for viewing their paintings that offered a window to view 

place and a new perspective of older artists.  I heard three unique stories of artists coming to self-

realization through their art, and I gained insight into how their experiences had been filtered 

through place.  They each had developed their art in unique ways and their art reflected a part of 

the history of Wichita Falls.  I recorded these stories on audio and videotapes and documented 

their artwork with photographs.  I presented a public lecture about the artists’ lives and artwork, 

based on my recordings and photographs.  I hoped the artist represented by a single image of 

artwork from a postcard, magazine, or Internet posting, became a living archive of information 

about a unique place, with art that illuminated the story.  This valuable information was not 

linked to the schools or community, thus this art history of the community was not accessible 

and easily could be lost.  I pondered how this kind of living historical information could be made 

accessible to local students and how art educators could help students connect these artists and 

their work to both the history of Wichita Falls and the global art community.  In an attempt to 

change the situation, I developed a one-day workshop for art educators of Wichita Falls 

Independent School District (WFISD). 

I presented the three artists’ stories at an in-service session in autumn of 2011.  I 

presented their artwork and their stories as unique because of their age, labeling them elderly—a 

term I will later rethink.  Their artwork clearly shows influence of place, hence, I also asked the 

art educators to share their stories of becoming artists and art teachers.  A dominant sense of 

place came through in many of the teachers’ stories that was personal, yet dependent on the 

prevailing characteristics ascribed by historical or geographical authorities in the area (Schmidt, 
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2011); in other words, they presented a limited view.  Several teachers felt being a Texan was a 

powerful distinction.   

As I discovered while listening to their stories, it seems that living 20 miles north of 

Wichita Falls and the Red River, which makes one an Oklahoman, is of a greater degree of 

difference than being a Texan and living 800 miles south in Brownsville, Texas, where you can 

do your daily shopping in Mexico.  In other words, for some of the in-service educators, the state 

lines are not just borders, but are clear boundaries.  Along with noticing their strong sense of 

pride in being Texans, I noted insensitivity toward Native Americans when a subtle rumbling 

surfaced in several of the stories about the replacement of an Indian-inspired mascot at the local 

university several years earlier.  Jeanette Heiberger, one of the artists, had made me aware of a 

local negative Native American bias, as shared in her dismay at the negative racist attitudes 

toward this group, she felt, were part of the community.  She celebrates the Native American 

culture by attending powwows in the adjoining area in Oklahoma, and painting large abstract 

canvases of the dancers.  I also learned about the area as the cultural homeland of my neighbor, 

who is Kiowa.  I wondered if there was a shared space or time where teachers, students, and my 

artist friend could together, ponder the Red River divide that seemed to separate the cowboys of 

North Texas from the vibrant Native American communities of Oklahoma.  Older artists’ stories 

were vital to help make connections to the shared past of all community members, but I heard 

skepticism that day about whether old artists could connect with these teachers’ students, a 

younger generation.   

 

Section 3. PBIG Art Education  

Place that is formed through social constructs with negative connotations or through 
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narrow ideological or political viewpoints demand critical reflection. We often neglect to 

consider the reasons for negative connotations of local places or kinds of people because it is 

familiar.  Art education can bring the content of places into awareness and our research did just 

this.  I started to understand the multiple layers of meaning an older artist can bring to a 

discussion about place as well as problems with labeling artists with ageist identifiers.  Heiberger 

had spent more than 40 years of her adult life on the East Coast before returning home, and the 

content of her home territory beckoned her to produce work that has layered contexts and 

meaning.  Her broad experiences had created the context and content of her art, which offered 

enriched views of place.  Together time and place produced her perspectives and all this belongs 

in art curriculum.  

Research suggests curriculum embodies place (Kemp, 2006), and when put into practice 

without critique the curriculum’s potential impact is limited (Gruenewald, 2003).  Critical 

geography suggests there is a reproduction of social relationships of power and domination 

through place, and curriculum of place is informed by interrelationships between ideology and 

specific societies. By incorporating ideas from critical geography in developing curriculum, 

views of place can be affected.  The area of North Texas and Oklahoma surrounding the Red 

River was shaped by a cultural identity and social relationships dominated by race.  My 

questions developed around whether bringing awareness about place into the action research, 

might address the teacher community’s awareness of the veracity of an informal history.  I 

wondered if by asking teacher-participants to develop an art curriculum to inform students about 

different aspects of the local, what kind of knowledge the local artists might contribute.  The 

teachers’ cooperative action research with older artists, who provided community wisdom in a 

critical setting, proved to be a powerful combination in PBIG art education. 
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Statement of the Problem 

Educators in a community may not be aware of the many views and visions of place, 

which are essential in gaining multifocal perspectives of the local.  A diversity of local artists 

must be represented in a PB art curriculum and should include those that reflect a broad spectrum 

of the local as well as a long view of chronological time.  Everyone can benefit when educators 

identify local artists or artists who are reflecting on local place.  These artists may represent life 

on the margins or come from borderline territories, but older artists have a different perspective 

about place due to their extended experiences and the stories they tell in this research create a 

broader view of place.  My research asked whether teacher-participants would make critical 

connections to the stories that inhere in place and come to appreciate the rich experiences that 

age difference generates in IG relationships.  Both of these proved to be instrumental in gaining 

new perspectives and adding depth to an art educator’s inquiry related to place. 

 

Justification for PB Education with Older Artists 

This dissertation challenges often neglected contextual aspects of study in art 

education—that of local place and artists whose work offers a different view of the world 

mediated through the lens of place and time.  PB art education pushes beyond boundaries of 

accepted standard norms of fine art and craft presented in art curriculum and also looks beyond a 

simplistic view of place.  This research considers place and time together, as part of a complex 

modality of people’s experience.  The artists represented in this PB art curriculum reflect a broad 

spectrum of the local, including a reach into surrounding areas and a long view of time.  PB art 

education should focus particularly on older artists who can share experiences of local place 
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from their past that may challenge hegemonic versions of a place and its history and create more 

complex stories about place. 

 

Perspectives of Place 

Artists contribute to defining the character of a place through their art and their 

participation in the community.  This study enlists older artists and teacher-participants, because 

together they show views reflecting a sense of place.  In critical reflection one can consider how 

history and culture influenced those views.  This research supports building a PBIG art 

curriculum that incorporates diverse, older local artists and considers their multiple perspectives 

critically.  In doing so, art educators can develop curricula that uses different perspectives of age, 

and asks critical questions about our understandings of rigid borders and single-minded views of 

mythic histories of place. 

Understanding multifocal views of place is essential and including them in curricula 

should be equally essential.  Unquestioned assumptions about place can limit one’s view of a 

place, legitimizing taken for granted ideology, and releasing people from their responsibility as 

place-makers (Gruenewald, 2003).  I asked teacher-participants to consider how stories about a 

place form biases, and whether lack of connections outside self-imposed boundaries has limited 

their production of knowledge or recognition of others’ contributions.  I discovered expanding an 

interpretation of place beyond geographic borders, to include its virtual past and the truth it 

carries, expands the discussion of what we can learn from local place.  The virtual past is part of 

a place’s ontological memory, a forgotten past, which might not be found in a place’s 

contemporary visual culture (Deleuze, 1988).  The virtual past is real and can be actualized in the 

present.  Local barriers to recognizing the past from all perspectives are found in cultural, 
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language-based, or age-based boundaries—all are worth an effort to bridge through art 

education. 

 

Education  

Lippard (1997) explains place as land, history, and culture, and because they meet in a 

multi-centered society, they cannot be limited to one view.  In forming this PB art curriculum 

through action research, teacher-participants included artists with multiple viewpoints that 

represent different aspects of a community and its history.  Teacher-participants created 

opportunities for their own students to share their heritages and investigate their unique visual 

cultures as well.  In test-centric contemporary curricula, teachers do not often connect student 

learning to local place because PB education is more difficult than traditional and current 

education practices.  Dewey (1938/1997) asserted that traditional education “makes no demand 

that the teacher should become intimately acquainted with the conditions of the local community, 

physical, historical, economic, occupational, etc., in order to utilize them as educational 

resources” (p. 40).  In contradistinction, art educators are uniquely placed to connect student 

learning to local place because by studying local art they can utilize all of Dewey’s (1938/1997) 

“conditions of local community” (p. 40) to teach.  The conditions of community influence 

curriculum, and the recognition that the history of local place continues to influence place can be 

part of creating a responsive curriculum, one that enlivens student learning and teachers’ 

practice.  This research suggests by looking at local popular visual culture we interrogate what 

local place means and by questioning what is missing, we may come to see what is lost.  

 Kemp (2006) presents an overview of research in the area of PB education, focusing on 

curriculum and noting that environment is the defining aspect.  Kemp draws from research done 
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over ten years and makes the following observations: school climate is effected by place and 

context, and elements of PB learning should be considered as part of the learning environment; 

when students are interested in place, they are more active, motivated, and retain more 

information.  In this research teacher-participants create unique PB art curriculum in response to 

and based in the environment of classroom and community (Kemp, 2006; May, 1995).  Kemp 

notes a criticism of PB education is that it narrows schooling’s focus, yet Kemp counters with 

personal examples of his students who know the mechanics of the disciplines, but who don’t 

know how, or care to do anything to synthesize, act on, or react to information acquired in their 

course work.  In this research artist’s information is used by teacher-participants as 

interdisciplinary information and PB art education gave students an opportunity to react to and 

improve their community using arts-based encounters (Graham, 2007). 

 

Artists 

Local artists may present place in a context that is familiar, sometimes so familiar as to 

go unnoticed (Gruenewald, 2003).  We may not see the familiar unless we are exposed to it in a 

different way.  That was the case in this research.  School and community came to life for the 

participants when local artists explained their processes, engaging with local art and artifacts.  

Students learned and experienced their environment more fully.  Some artworks that teacher-

participants presented reflected ideas unique to the culture of the area.  Some of the artists used 

traditional painting materials, where others combined found objects and paper ephemera 

collected for their art with local associations.  This PB art education offered opportunities for 

direct physical encounters with artists and artifacts from students’ surroundings, making art 
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learning an embodied experience, one that students associated directly with experience of events 

unique to their location and their history. 

Recognizing the makers of all kinds of material culture, broadens the horizon for art 

curricula.  Ulbricht (2000) recommends looking at self-taught, primitive, and folk artists from a 

community to help students understand the connection between art and their local culture.  

According to Ulbricht (2000), these artists work in relative isolation from mainstream art, do not 

think of themselves as artists or aspire to fame, but their work is appreciated because it is 

spontaneous, direct, and resonates with the public.  Teacher-participants’ attempts to locate 

diverse artists through this research suggests the goal of broadening teacher’s definition of art 

and art material and their understanding of the functions of art and artist attributes is valuable. 

Teacher-participants found artists who are accessible human beings instead of the mythic super 

humans presented in art history (Ulbricht, 2000).  Because the physical place and psychic space 

in which these artists’ work is contextualized is in the local, which may be above or below the 

radar of normalcy, place’s influence often goes unnoticed.  Positioning the work of local artists 

as the focus of art curriculum, may push art educators’ boundaries for what is art and broadens 

the horizon for students’ inquiries about place.  Through these encounters teacher-participants 

and I found expanded meanings of place (Lippard, 1997).  Yet, local art also presented 

challenges for me, regarding authenticity, quality, and context and pushed me to re-examine my 

modernist perspective regarding art and artists in light of expanding my perimeters for inclusion.  

 

Older Artists 

Older artists have much to contribute and teachers connect with them because these 

artists provide a living link to the art and the history of the area, carrying the memories that 
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define place.  Manifold (2000) discusses the importance of the memories associated with 

paintings of home places, done by a group of artists in a small community that was carrying on a 

centuries old craft tradition.  The artists transformed a traditional weaving craft into a modern 

day painting craft, which connected to the area history, but was under appreciated by the 

community’s young people.  In this research teacher-participants are the intermediaries for the 

older artists’ retrospect stories, and explore the question of how art functions, which prove 

invaluable to students and educators because they also share the common source of place. 

Many local artists, whether a senior citizen, a traditional craftsperson, or outsider or folk 

artist, need active support to have their stories heard and their work seen and understood by the 

community, therefore the mediating position of an art educator is valuable.  Artists may not have 

a website or an online presence if their art is not a commercial venture, especially tvery old, 

outsider and folk artists (Ulbricht, 2000).  Art teachers in schools today rely on art that can be 

found in digital formats for class presentations.  The curriculum created for this research did just 

that by making local artists’ stories and artwork available globally through the museum’s 

website. 

Lippard (1997) notes that artifacts can serve as jumping-off points for local stories but 

often histories are lost because people neglected to write things down.  This study records the 

artists’ stories that go with their artifacts in a life story narrative, and thereby teachers and artists 

co-create a rich story of place.  The art and stories are markers of histories which resonate more 

powerfully when viewed through a critical lens.  I challenged teacher-participants to think about 

these stories differently which is reflected in the curriculum they wrote as well as the discussion 

in the narrative analysis.  Critical reflection also led me to rethink the benefits of IG learning 
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based on the premise of bringing together opposites of old and young.  As a co-participant in the 

action research I discovered there is a better way to think about these relationships. 

 

From Elder to Older 

I initially justified this research by characterizing elder artist’s time as fleeting, but the 

term elder proved disempowering and the element of time offers much more when using LOS 

methodology.  Duration in LOS values our pasts as the accumulation of experience and inherited 

knowledge, rich resources for learning.  My use of limiting terms was restricting what I might 

expect to learn from older artists.  An elder is defined as one who is geriatric (Merriam-

Webster.com), and labeling older participants with the term elder, I imply the quality of frailty.  

As I continued in this research I discovered there are multiple reasons why IG relationships are 

mutually beneficial to both older and younger people, and my experiences in research dispelled 

the notion of the fragility of elder artists.  I switched to using the term senior, within the action 

research, because it covers a wider range of ages, and has multiple meanings, including a 

designation of respect for age difference that is greater.  Yet the use of terms like elderly and 

senior can easily lead to ageism, stereotyping people based solely on age.  Therefore, I replaced 

the limiting terms simply with older.  In this research teacher-participants were asked to consider 

selecting artists who were a generation older, generally measured in 20 year increments.  

Labeling relationships as IG generates a positive effect, yet categorizing people based on age 

proved to be non-productive and disabling.  By theorizing the significance of age difference in 

IG learning I eventually came to understand that the important but indefinable benefit of IG 

learning is related to the difference age produces in terms of a qualitative difference of 

experience.   
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Connecting students and teacher-participants to older people who have experience 

walking through a once bustling, now half-empty downtown, swimming in the Red River, or 

hearing a bugle playing taps in the moonlight when a powwow ends, is a way for students to see 

differently, an embodied way of discovering, and a crossing into borderlands.  Bringing artists’ 

stories into the schools and communities benefited participants, their students, and the wider 

community.  Their life stories and their art have local authority and context.  They are the record 

of human creativity that formed landscape, culture, and place (Lippard, 1997). 

 

Research Questions 

This qualitative study was designed to better understand the following questions: 

How might art educators gain a broader view of place through discovering the stories of 

and working with older artists?  The second question extends this research to art educators’ 

practice asking: How might an art educator’s curriculum and praxis benefit by incorporating 

broader views of place from the stories of older, local artists?  Older artists have rich experiences 

of place because of the associated memories–their artwork is entwined with their experiences, 

which is backgrounded by place.  By using a methodological analysis, I developed from LOS, 

my concept of old age expanded as well, by reimagining the past through IG learning.  In 

developing art curricula about place that is relevant and relational, incorporating older artists’ 

stories allows teacher-participants to discover place’s multiple layers of meaning.  Place was the 

common factor which connected their students with an artists’ unique perspectives relating both 

to the present and enlivening an understanding of the past.  In the curriculum that we developed, 

teacher-participants tell how the chosen artists came to be in that place, what he/she had done, 
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and how their art reflects a life that was filtered through place.  In theorizing place, I both value 

how memory inheres in place and how sharing memories enlivens the experience of place.   

Art educators were given the opportunity to research a diversity of local art and visual 

culture and make connections to what arts’ content can bring to bear regarding local values, 

attitudes, and local history.  I challenged teacher-participants’ views asking them to rethink 

perspectives through the critical reflection of action research and, consequently, I experimented 

with analysis of our differences using LOS concepts of sense and event to understand our 

divergent views of place.  In Deleuzian analysis, sense is powerful in that it is pre-language, 

favoring sense or intuition over language, which takes precedence over common sense and even 

good sense.  I worked with Deleuze’s theory because it adds clarity to issues complicated by 

differing ideologies, part of the intersubjectivity of cooperative action research, and it creates 

entrée to non-Western ways of thinking.  

Two artists in this research presented Native American perspectives that were missing in 

the community, and as I learned Indigenous perspectives of place, my views about the nature of 

their knowledge was challenged and I found Indigenous theory mirrored in Deleuze’s 

transcendental ontology and his concept of duration.  I theorized that teacher-participants’ lack of 

interest in Indigenous peoples was influenced by local visual culture and recent events.  I 

wondered if through listening to older artists’ and creating narratives with them, important 

aspects of place’s ontological past might be illuminated.  

This led to my third question: How might art educators gain a broader view of place by 

reimagining the virtual past through IG relationships? As I explored Deleuzian methods of 

analysis I found the usefulness of rethinking time.  I theorized time using duration and the virtual 

past to understand how place and its memories might be brought together through different-aged 
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people sharing experiences, actualizing multiple versions of a place and its past.  Through 

duration a richer understanding of place is possible and this question interrogates how this might 

happen.  Sharing stories of experiences brought out surprising differences in how place is 

perceived by multigenerational groups. 

 

Melding of Methodologies and Content 

I used a critical approach within cooperative action research in answering my research 

questions, which extended the breadth of the research to include outside voices in response to 

questions of time and place.  The paradox in using both critique and cooperation within this 

study is one of many paradoxes that presented itself.  The critical aspect of the action research 

led me to challenge intolerant opinions expressed by some of the participants, yet by listening to 

participants in the spirit of cooperative action research, I came to understand the ideology which 

had informed my own views as well.  This dissonance led me to rethink my researcher stance 

and re-envision how a methodology of critical reflection can construct learning.  By rethinking 

my methodology through LOS, Deleuze’s theoretical lens of sense event and duration, I became 

sensitive to what contradictions, paradox, and nonsense can teach.  LOS theory became a 

methodological tool to consider place, age, and both mine and participants’ learning through 

critical cooperative action research (C2AR). In combining C2AR and LOS, I use C2ARLOS in 

my analysis, critically reflecting on my own strongly held values regarding authenticity and 

aging by listening to participants’ view of place.   

I use narrative methodology to document the lived experience of myself and participants 

in this research about place and teaching (Pinnegar & Daynes, 2007).  I present the research in an 

artful way, recreating conversations, and events (Ely, 2007) and setting up paradoxes and 
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situations pointing to sense or nonsense (Williams, 2008).  I use C2ARLOS methodology’s serial 

development of paradoxical ideas to form sense or nonsense, which leads to concept 

development regarding the topics of place and age, and the theory of duration to better 

understand memory as it relates to place.  

 

Significance of the Study 

This study is valuable to the field of art education because it is action research with in-

service art educators, which values their learning and their contributions.  This research 

demonstrates critical and cooperative action research are valuable when used together because 

critical reflection within research encourages concept development, empowering people to 

construct new knowledge.  This research values teacher-participant’s work of developing as a 

reflective practitioner and co-creating knowledge with an artist.  It demonstrates that in an IG 

relationship, an older artist can be a valuable resource for knowledge about local and regional 

place, as well as a mentor, teacher and inspiration for all kinds of people.  This research shows 

that PB and IG learning facilitated together create a synergy in which learning on multiple levels 

takes place. Theorizing PBIG art education creates new conceptual understandings. 

This research also makes contributions in my creative use of LOS in analysis of 

language-based and visual data in action research.  Using LOS and recognizing the materiality of 

language in this analysis contributes to scholarship about sense production as a methodology in 

developing new concepts.   

 

Limitations and Structure of the Study 

This study was limited by the number of teacher-participants and artists that could work 
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together to develop relationships during the given time frame from January to June, 2013.  The 

focus of this study are three teacher-researchers and four artists, in a middle-sized city in North 

Texas, who were selected to write PB curriculum in an action research group. 
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CHAPTER 2  

REVIEW OF LITERATURE  

This literature review lays the groundwork for understanding the motivating ideas of this 

research, discussing ideas about place as a basis of education, and specifically art education, and 

connecting it with the benefits of intergenerational learning.  Lippard (1997) defines place as a 

concept engrained in consciousness different from space.  While space can define landscape, 

landscape combined with memory defines place (Lippard, 1997).  Combining history and 

memory with the concept of place creates a better understanding of it and experiencing place 

through the broader context of intergenerational learning enriches our experiences of it.  In this 

review I examine IG learning and PB education with regard to how they have been enhanced 

through art education opportunities and demonstrate that there is potential for greater learning by 

combining all three.   

Over the last two decades linking school curriculum to local community has emerged as a 

topic of study among scholars in several disciplines (Gruenewald 2003; Keifer-Boyd, 2000; 

Kemp, 2006; Wigginton, 1991).  Accompanying this shift has been a growing interest in 

understanding the benefits to students and older community members in sharing time together.  

Since art activity is often a catalyst in both, this review of literature is from the perspective of art 

education.  Compelling arguments have been made in art education to link with intergenerational 

(IG) learning to share knowledge, strengths and resources.  Other initiatives support utilizing the 

community’s natural environment and social structures for learning about place through art.  Art 

education is uniquely situated in embracing both of these initiatives; however, much of the 

literature (Barret, 2004; Heydon, 2005; Larson, 2006; Lawton, 2004)  focuses on IG learning 

with art as an activity or art education that is based on the local environment, with little attention 
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to how the IG relationships developed in relationship to place could create a synergy in all three 

areas by tapping into the unique qualities and knowledge of local senior artists.  This lacuna is 

unfortunate because the invaluable resource of local elder and older artists is available and 

should be integrated into how we think about teaching art.  This review looks at theoretical 

frameworks and practices of PB education and IG learning, highlighting those studies where art 

education affected positive outcomes, and point out where improvement is possible by 

considering these three fields together.  

 

Intergenerational and Place-Based Learning 

Intergenerational (IG) programming is a social vehicle that creates purposeful and 

ongoing exchanges of resources and learning among older and younger generations which aim to 

enrich IG relations; specific objectives vary and could promote social inclusion, health and well-

being, cultural understanding and education (Cumming-Potvin & MacCallum, 2010; Kaplan, 

Henkin, & Kusano, 2002).  More generally it is activities or programs that increase cooperation, 

interaction or exchange between any two generations (National Council on Aging, 2012). 

PB education is defined as learning that “becomes meaningful when it is rooted in place” 

because “students who are interested in where they live are more active, more motivated and 

have a tendency to retain information” (Kemp, 2006, p. 134).  Gruenewald (2003) defines it as 

place-conscious education and suggests there are multiple perspectives that can be used as a 

framework. 

 

Shared Attributes and Goals 

IG learning and PB education are relatively new fields of study responding to global 
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changes (Kemp, 2006; Kuehne, 2003) and sharing a common goal of building community 

through relationships.  IG programming is responding to changing demographics and 

relationships caused by life expectancy and cultural shifts which call for social policy that 

engages the entire community, recognizing the mutual benefits of multi-age relationships 

(Hatton-Yeo & Osako, 2000).  IG learning is an important way of connecting students to a larger 

community.  Generations United (2012) outlines received benefits for five U.S. cities recognized 

for promoting IG learning including favorable community response to school funding requests, 

due to multiple school partnerships.  Growth in the IG field is attributed to meeting a need in 

many communities through inclusive activities that promote satisfying interpersonal 

relationships across age groups (Kaplan, Larkin, & Hatton-Yeo, 2009) which helps prepare 

students for the 21st century (Cumming-Potvin & MacCallum, 2010). 

PB education is an alternative curriculum that offers a way to make education meaningful 

to students, through connecting to the community as it prepares students for the competitive 

world market (Kemp, 2006).  PB education is a theme running through many kinds of 

educational traditions and innovative pedagogies which are responding to western educational 

demands to do better and as alternatives to standardized curriculum and assessment.  The 

following traditions and initiatives all have aspects of PB education: experiential learning, 

outdoor education, environmental/ecological education, bioregional education, natural history, 

critical pedagogy, service learning, community-based education, and Native American 

education—all share a pedagogy that engages with the local community and have a common 

goal of connecting on a small scale and personal level (Gruenewald, 2003).  Interpersonal 

relationships are the key to both IG and PB initiatives and finding how art educators can create 
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situations of learning by combining the strengths of both initiatives was the focus of this 

research.  

 

Intergenerational Theory and Practice 

The following section focuses on the relationships, cultural understanding and 

educational aims of IG programming.  Theory development in the field of IG studies is relatively 

new.  Based on a review of literature Kuehne (2003) defines four theories that are useful in 

understanding the benefits of IG learning in education: mentoring, social network theory, social 

identity theory and dynamic interactional theory—all based on developmental theories. 

Definitions follow: 

• Mentoring is a one-on-one supportive relationship that is seen as supportive of youth 

involving adults.   

• Social networks give students access to resources helpful in getting ahead, by 

introducing ideas, skills, approaches, and goals.   

• Social identity theory speaks to people’s tendency to create social groupings based on 

difference instead of individual qualities.   

• Dynamic interactional theory proposes that individuals develop each day while in 

constant, reciprocal interaction with the environments and posits that young and older 

persons have reciprocal and shared human needs that demonstrate their ‘synergistic’ 

interdependence.  

Vanderven (2004) defines a fifth, activity theory.  Activity theory expands the 

intergenerational relationship to include the activity that is part of the relationship. Each of these 
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definitions are premised on developmental theory and consequently a participant’s development 

is affected as a result of IG relationships (Kuehne, 2003).  

Generally, the literature on IG learning measures psychological and social benefits to 

children and adult participants in terms of attitudinal change and perceptions of each other 

(Kuehne, 2003; La Porte, 2004).  Kuehne (2003) suggests that these models would apply more 

appropriately to IG programs if evaluations could reflect outcomes as varied as the programs 

themselves and their contexts.  The following studies review limitations of past research while 

analysis of the IG relationships in the narrative of my research will demonstrate the value of 

using new theory based on duration, which proposes a different understanding of time, resulting 

in new positive understanding of age and difference. 

Outcomes from four quantitative studies of short term contacts between elementary or 

middle school students and seniors, ranging from two to ten hours showed consistent results in 

changing students’ attitudes on aging positively but no marked change in youth perceptions of 

seniors (Chorn Dunham & Casadonte, 2009; Chowdhary et al., 2000; Lynott & Merola, 2007; 

Meshel & McGlynn, 2004).  Lynott and Merola (2007) and Meshel and McGlynn (2004) used 

contact hypothesis activities, recommended best practices for IG interaction (Allport as cited in 

Meshel & McGlynn, 2004), yet youth stereotypical perceptions of seniors and youth’s social 

identity remained unchanged.  Interestingly, in Chorn and Casadonte (2009) seniors were placed 

in classrooms simply as volunteers assisting in science lessons and results were consistent with 

the studies where contact hypothesis-based activities were used to encourage interaction.  This 

inconsistency raises questions about the significance of activities and limited outcomes of IG 

learning programs, but recent qualitative research has defined the benefits of a broader range of 

IG learning practices. 
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Mentoring has consistently shown to be mutually beneficial (Parisi et al., 2009).  

Cumming-Potvin and MacCallum (2010) reviewed a large case study of mentoring based on 

individual interviews and focus groups from several schools and selected participants who were 

part of a larger mentoring program.  Benefits to youth included development of practical skills, 

increased school attendance and access to adults during challenging times.  Youth reported key 

psychological and social benefits included building strength and resilience and being exposed to 

differences.  Key benefits unique to the older people involved passing on traditions such as 

language and culture, reflecting on earlier life experiences and developing new technology skills.  

Participants identified how sharing stories facilitated expanded social identity, social networks 

and social capital.  According to (Cumming-Potvin & MacCallum, 2010) results strongly suggest 

that relationships formed between mentor and mentee through the activity of sharing stories 

allowed participants to experience their lives and their world more meaningfully in a community 

of practice.  

Additional research supports mentorship as reciprocal and it suggests that the older 

participants are encouraged to learn and grow as well (Parisi et al., 2009).  Carson, Kobayashi 

and Kuehne (2011) evaluated an ongoing IG immersion program in a part-time shared-site setting 

in a case study based on one-on-one interviews with 72 participants.  In a unique situation 

students age 10-14 take their classes at a senior citizen residence for eight weeks over two 

semesters with positive results.  Important social connections were made between the students 

and older adult residents.  Youth mentored seniors encouraging the seniors in their own 

development and self-actualization.  For example, an elderly resident expressed her appreciation 

for the youth’s encouragement to come out of her room and share her crochet work because she 

enjoyed the experience of sharing.  The activity of older participant sharing objects, material 
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culture, or their own work is significant and an important consideration for an arts-based IG 

program.  

Learning theory specifies activity as a central force in learning (Bonwell & Eison, 1991) 

and Vanderven (2004) questions how activity fits into IG learning, noting that relationships are 

central in IG developmental theory.  Vanderven (2004) suggests that activities situate and modify 

relationships in an IG learning environment and that activity and relationships are 

interdependent, one not being more significant than the other, rather each influencing the other.  

Activity theory is a relationship between how people interact, what they do, and the tools and 

objects that mediate these interactions, and the contexts that situate both (Vanderven, 2004).  The 

following literature in art education uses IG learning and demonstrates activity theory with a 

significant focus of shared learning where meaning is made together. 

 

Intergenerational Learning and Art Education 

Intergenerational art programs have been created and are increasing in number in the 

U.S., yet there has been little research into the advantages and difficulties in IG art learning (La 

Porte, 2004).  In a report surveying established performing and visual IG art programs, Larson 

(2006) saw high levels of engagement and intuitive thinking.  Larson describes a variety of 

successful IG arts programs primarily in community settings, including writing, theater, dance, 

singing, orchestra and visual art.  Larson suggests arts programs for IG groups offer benefits 

including high levels of engagement intrinsic to artistic invention. These affect all the senses, the 

emotions, and the imagination, as people share themselves in metaphor, in imagery, in symbols 

and even intuition.  IG arts programs allow young and old generations to share their perspectives, 

find relevant themes and experience them through art (Larson, 2006), increasing social identity 
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and social networks. These IG performing and visual art programs suggest activity and 

relationships are interdependent as proposed in Vanderven (2004).  The following studies show 

IG visual art education creates rich dynamic interactions and demonstrate how IG art education 

contextualizes relationships in meaningful activities.  

Heydon (2005) describes what makes a successful IG art program including quality 

materials, instruction and serious purpose as well as sensitivity to assets of all participants and 

creative means for working with diversity.  The art activities, teaching artist, materials and the 

participants in the study create the relationship seen in activity theory.  Heydon’s (2007) case 

study looks at IG related arts-based curriculum and pedagogy with pre-school students and 

seniors through four media-based lessons in which participants conveyed what was special to 

them.  Her findings were based on a triangulation of artwork, recordings of in-process dialogue 

while artwork was made, and post-artwork interviews.  Heydon (2007) found that children may 

be more open to communicative possibilities than the older adults, as their work was more 

visually complex than the adults and questions whether providing greater communication options 

for seniors might offer greater social identity for them.  Dynamic interactional learning affects 

participants’ development as a result of their intergenerational involvement (Heydon, 2007). 

Several other studies demonstrate shared learning, as participants find meaning while 

working together with youth developing critical awareness of different generations’ 

understanding of place, history and race. Lawton, (2004) found that seniors and youth worked 

collaboratively to create “artstory” texts demonstrating collaborative learning and meaningful 

exchanges between generations, sharing moral perspectives. Lawton records multi-generational, 

multi-racial participant engagement in developing collaborative narratives based on the 

participants lived experiences.  La Porte (2000) found that students in Harlem learned about 
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historical perspective of their neighborhood community from seniors who were living witnesses 

to the past.  Seniors shared perspectives using combined oral and visual storytelling and students 

gained critical awareness of history and place.  La Porte encouraged students when interviewing 

to select reminiscence themes based on their own interests related to given topics which opened 

students to their own critical inquiries about history and place. Barret (2004) found that 

elementary students worked collaboratively with seniors from their community to research 

historical photographs of their community and develop projects including writing and quilt 

making where each age cohort worked with their strengths-- senior's memory and youths’ vision.  

These are common factors in studies combining IG learning and art education, as are learning 

about place and history.  These projects encouraged students to look for common interests and 

shared social identity with older participants, created diverse social networks for participants, 

and extended youths’ knowledge about place. 

Missing is research into what art educators and students might learn if the senior 

participants were also skilled artists and brought their perspectives to bear on the projects at 

hand.  Senior artists and their work are valued differently when their stories of place and history 

are presented in a ways that elicit serious study (Heydon, 2007).  Seniors and senior artists have 

much to share. 

Vanderven (2007) extends activity theory by encouraging IG reciprocity, which is 

matching needs to assets, noting by considering the particular needs associated with a particular 

age range like child, youth, post-retiree, senior or elderly, that there are implications for making 

IG pairings that might be particularly meaningful.  For instance, school age youth may enjoy 

learning a craft or media from an older artist, and teen-agers might be able to help an artist with 

infirmity complete a large scale project.  Considering the unique skills, insights and experiences 
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of the artist, the potential benefits of pairing youth with older artists are supported by the 

following research. 

 

Older Artists 

Art making for the older artist promotes physical and mental health (Schmidt, 2006), 

makes reminiscing valuable and productive (Kirshenblatt-Gimblett, Hufford, Hunt, & Zeitlin, 

2006) and encourages IG dialogue (Ulbricht, 2000).  Schmidt (2006) found that creativity 

counters many of the effects of aging, and reports that senior artists find creative visual practices 

allow them to rise above pain and disability.  Artmaking can be the neurological basis of 

reduction of physical and psychological discomfort leading to a heightened state of mental 

activity which intensifies reasoning and innovation (Schmidt, 2006).  According to Schmidt, 

meaningful engagement in artwork may be the best activity when seniors face difficulties, 

creating productive self-awareness.  Senior artists represent a unique group of aging adults with 

unique skills, perspectives and positive attitudes to share as mentors.  Schmidt listed stress as the 

sole inhibitor of positive neurological effects gained through creative work and in view of that, 

mentoring young people has shown to increase senior’s life satisfaction and relieve stress (Chorn 

& Casadonte, 2009; George, Whitehouse, & Whitehouse, 2011; Meshel & McGlynn, 2004). 

Consequently, different age cohorts engaging in art practices together could have reciprocal 

benefits. 

Folk artists as a group are older and have found a way to recycle a traditional art learned 

in their youth (Kirshenblatt-Gimblett et al., 2006), passing along ideas, values and ways of being 

which may be embedded in an area (Congdon, 2005).  Using the medium and content learned 

from a senior in their youth, the folk artists are able to practice an old-fashioned skill yet at the 
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same time infuse it with their own perspectives, creating and adapting traditions to their 

particular or communal vision (Kirshenblatt-Gimblett et al., 2006).  In the postmodern era the 

term artist has multiple meanings and for the purpose of this paper, the self-taught and folk artist 

extends the notion of artist.  Ulbricht (2000) defines self-taught artists as “those that have not had 

formal schooling or been involved in a mainstream discourse of art…[and] exist because of a 

need to sustain personal traditions or communicate with self and others in local communities” (p. 

46).  Ulbricht suggests there are benefits to students engaging in conversations with local self-

taught artists, because through conversations and stories, as well as viewing their artwork, 

students can learn about how the artist interprets their ordinary surroundings, and engage in IG 

learning about art as well as place.  

 

A Community of Senior Artists 

A report of a community’s response to senior artists in their midst demonstrates 

difficulties of connecting youth interests to senior’s sensibilities and represents problems 

inherent to IG and PB learning.  Manifold  (2000) presents a dilemma involving different 

generational art practices in a rural community.  She describes a study of local senior artists, their 

art and the community’s K-12 art program.  The community had a long-established tradition of 

basket making, however, art making using painted imagery based on local scenes has been 

practiced for only four decades.  The artists believe the work they create presents communally 

shared aesthetic values relevant to all members of the community, but different generations, 

including youth and art educators don’t agree.  Manifold finds the powerful influence of the 

world outside the community, the fear of self-identification as hicks, and a dominant use of 

Western or global art exemplars by art educators, all adding to the generational divide.  She 
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suggests student study local art through a critical analysis of the artwork and practice the art 

skills shared by seniors for greater appreciation of content and form.  By bringing youth and 

seniors together to interactively learn senior’s perspectives in this way, Manifold predicts 

appreciation for local values and art expressions will increase, however, based on the IG research 

there are several factors that need to be addressed.  

Although contact with caring seniors can positively change youths’ perception of aging 

(Chorn & Casadonte, 2009), and mentoring and activities of story sharing can improve social 

identity and social networks (Cumming-Potvin & MacCallum, 2010), something more may be 

needed.  IG activities designed to create shared meaning could help bridge the gap.  Utilizing 

activities of meaningful artmaking (Heydon, 2005, 2007; La Porte, 2000; Lawton, 2004) and 

facilitating dynamic reciprocal interactions could potentially ameliorate some of the problems 

seen in Manifold (2000).  There are also problems associated with students’ and art educators’ 

lack of acceptance of local and self-taught artists.  A review of PB education will address these 

issues.   

 

Place-Based Education 

This section shows how PB education can frame art activities addressing these problems.  

PB education is currently of interest to educators because of perceived student disaffection 

toward their education, as a reaction to pressure for improved student performance and as 

concern for the environment.  This section explores the history, theory and practice of PB 

education through a review of how local environment frames school curriculum and how 

theoretical perspectives frame PB education, along with case studies of successful practice.  
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Research has demonstrated that PB art education and IG learning can be woven together in 

shared objectives, encourage learning, and nurture community, artists and students. 

 

Curriculum as Environment 

There is not a well-developed theory of PB education because the term PB education has 

only been in use for the past 15 years (Gruenewald, 2003; Kemp, 2006) although the concepts 

have been around since the 1900s (Dewey & NetLibrary, 1916/1997).  Kemp’s (2006) review of 

literature on the foundation of PB education links a school’s curriculum and the environment. 

Kemp cites two empirical studies done in 1969 dealing with environment as school climate 

found that it was the content of the course that had the greatest influence on the classroom 

climate (Anderson, Walberg, & Welch as cited in Kemp, 2006). Despite differences in other 

variables, courses with the same content produced the same results and curriculum had a 

profound effect on the social climate of the classroom. Kemp proposes these studies are the 

foundation which shows that the environment is key to learning.  

Kemp (2006) broadly defines curriculum as content of subject matter, teaching methods, 

how students learn and how all of this is assessed, as well as how educational resources are 

distributed.  He defines environment as “the interconnectedness of communication, physical 

place, sociality of individuals, and culture” (p. 129).  PB educators see the learning environment 

as one made up of the locale with these other factors as key: the culture, with all its associated 

history; climate and community, which connect where we live with who we are; and 

communication, what stories are told.  

According to Kemp, (2006) the goals of PB education focus on this expanded definition 

of the environment as the framework for curriculum development.  Citing research linking the 
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school environment with the reality of the learner, Kemp demonstrated that schools that do not 

embrace the reality of place can negate a student’s personal power, goals and communication 

style, all recognized as identity forming. Consequently, PB education theory associates student 

identity and its connection to community as key factors in curriculum which make a positive 

learning environment.  In this way PB education broadens the idea of school climate giving it a 

greater context, making the actual location of the school the foundation of curriculum.  

 

Place-Based Schools and Curriculum 

Kemp (2006) cites case studies of schools using PB education approaches to enable 

students to perform and transform, taking action in the community to improve the environment, 

to build positive relationships and to build academic success.  Programs that utilize IG concepts 

as well had additional benefits including sustainable community connections of people that 

offered diverse skills and knowledge (Emekauwa &Williams, 2004; Llano, 2012; Place-based 

Education Evaluation Cooperative, 2012).  Learning became relevant to students by their 

interactions with each other, teachers and community members.  Examples of schools with an IG 

component follow. 

The Grace Lee Boggs Educational Center is a 20 year-old summer program formed to 

revitalize Detroit’s post-industrialized, abandoned neighborhoods (Putnam, 2011) with a plan to 

open a year-round school in the Fall of 2013 (J.P. Putnam, personal communication, August 28, 

2012).  The summer program empowers youth in decaying neighborhoods to grow gardens, 

rebuild structures and make positive changes by working alongside older mentors, who revived 

old skills to grow and build (Boggs, 2011). 
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The Intergenerational School of Cleveland is a 10 year old high-performing charter 

school with 224 K-8 students from the inner city with a focus on IG learning (George et al., 

2011).  The school is an excellent example of how IG learning is nested within a PB education 

framework.  The school’s mission commits the school to being sustainable and environmentally 

sensitive to issues of global warming.  Science classes are experiential IG learning in the 

surrounding parklands and watersheds.  Both qualitative and quantitative studies have 

demonstrated IG learning’s positive effects on older participants’ and youths’ mental health and 

student test scores (George et al., 2011).  Although immersion programs like this are ideal, 

schools can commit to creating PB curriculum in a single subject area like art. 

PB art curriculum was developed and implemented district-wide with parent and 

community participation and minimal resources in a rural area of Oregon (Keifer-Boyd, 2000). 

The program which enlisted area artists to facilitate teaching of particular units “validated 

diversity and contextualism” (Keifer-Boyd, 2000, p. 157).  After resources for supporting the 

curriculum dwindled, several aspects survived, long after the three-year implementation plan, 

such as the annual collaborative quilt project.  Although an IG aspect was not articulated, it was 

implied in the reporting of the community participants.  These schools share a responsible 

relationship with their community and the environment and activism for the betterment of the 

local. 

 

Theoretical Perspectives 

Gruenewald (2003) theorizes place-conscious education from five perspectives: 

phenomenological, which can lead to a closer study of the natural environment; sociological, 

which looks at place as socially constructed space, and a critical perspective of place seen in 
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ideological, political and ecological viewpoints.  The last two perspectives imply place as a 

location for action, because place that is formed through social constructs with negative 

connotations or through narrow ideological or political viewpoints are sites for social 

reconstruction.  Curricular traditions which have used these perspectives include nature study, 

cultural journalism and action research– all found in art education literature.  Art education 

curriculum framed in place-conscious theory will demonstrate the practice of an even broader 

range of curricular applications of theoretical place-conscious constructs.  

 

Phenomenological Perspective of Place 

A starting point of PB education acknowledges that learning is contextual and that 

knowing a place is an embodied experience.  Abram (1996) describes place as an ecology of 

reciprocal, interdependent relationships between bodies and inorganic forms, building a theory of 

place responsive to nonhumans as well.  This is necessary to maintain and protect the cultural 

and ecological lives of places and to understand their interrelationship (Abrams, 1996).  

Gruenewald (2003) sees schools as places that enforce isolation of students from the cultures and 

ecosystems in their community, stunting growth by limiting perception and awareness or 

connection to local places.  Nature study was part of most school curriculums during the first 

half of the 20th century (Pyle, 2008).  Nature study was popular in elementary art classes in the 

1890s as a means to promote interest in nature (Stankiewicz, 2001) and continues as a way to 

teach careful observation.  Today art educators may connect lessons to the study of natural forms 

to ecosystems and environmentalism, but tied to  the work of contemporary artists with national 

or international reputations (Inwood, 2008), neglecting local artists’ responses to the students’ 

own environment (Graham, 2007).  Art educators can extend the significance of land-based art, 
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like Smithson’s Spiral Jetty (1970) by introducing landscape design through gardening.  Lippard 

(1997) says “the sources of land-based art and aesthetics remain opaque to those who only study 

them” (p. 37).  Students need embodied experiences in their environment and can benefit 

meeting with local artists to mediate their phenomenological experience of place (Szekely & 

Bucknam, 2012; Willis, 2004).  Art education can also bring a greater awareness of how place 

functions in our lives.  

 

Sociological Perspectives  

Places are centers of experience that color identity.  (Gruenewald, 2003) uses examples 

from literature to show how often place is in the background of identity formation. .  A 

Background serves a similar purpose in art.  According to Gruenewald, places are socially 

constructed and operate pedagogically beneath the surface, telling us the way things are. Hence 

local places tend to be merely backgrounds, often neglected in our consideration because they 

are familiar.  Art education can bring the content of places into awareness.  

Art students in a high school class literally used backgrounds taken from personally 

significant local images in artworks reflective of their identity, to show how they see themselves 

in communities (Graham, 2008).  The art class can bring place into awareness for reflection and 

understanding of the ecological, social and cultural meanings of place.  The value of learning 

about local place from the diverse artists living there is well documented (Bolin, Blandy, & 

Congdon, 2005; Graham, 2007; Krug & Parker, 2005; Lai & Ball, 2002; Neperud & Krug, 1995; 

Ulbricht, 2000; Walker, 2001).  According to Ulbricht the study of local art is a window to how 

place is socially constructed.  Studying the unique art of a region or culture made by self-taught 

artists, or indigenous local culture can teach about the surrounding environment through the 
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artist’s materials and unique cultural perspective (Graham, 2007; Lippard, 1997; Willis, 2004).  

Discussions about local art can teach how art functions for a particular artist and community (Lai 

& Ball, 2002).  Artists express how they position themselves in a culture or community by the art 

they make and collect, serving as documentation, sublimation, self-objectification, identification, 

or decoration (Ulbricht, 2000).  

Diverse places are often neglected in the preparation of art educators.  Art educators can 

find examples of how unique art traditions have been passed down, both inside and outside of 

traditional school settings by expanding their definition of art (Neperud & Krug, 1995), looking 

to regional and cultural traditions of the student they teach (Bolin et al., 2000) and considering 

the need for intergenerational teaching to pass on culture, since many students make a transition 

daily from one culture to the other (McCollister, 2000).  Lai and Ball (2002) look at how yard art 

can express a community’s aesthetic and ecological values and be a point of departure for an art 

lesson. Krug and Parker (2009) suggest that art teachers travel within their geographic region and 

keep a critical journal of local art.  After investigating the visual art or material culture in a place, 

and inquiring how it functions, a further step is to examine it for ideas reflecting issues of power 

and identity.  

 

Ideological Perspective 

Looking at place from an ideological perspective generates political and ecological 

theories which encourage change. Kincheloe and Pinar (1991) attend to the sociological 

dimensions of curriculum as it relates to place in a critical way, where regional culture is the 

subject of social psychoanalysis.  Curriculum as social psychoanalysis is a way of reading the 

problems that affect a society through systematic self-reflection and building a curriculum that 
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promotes positive change. Social psychoanalysis uses ideas grounded in critical theory to subvert 

facts by interrogating the fact’s history.  By understanding the past, which was informed by 

interrelationships between ideology and specific societies, the participant can be more than a 

passive observer who acts out the inevitable execution of history.  Gender roles are an example 

of an ideology that has important social significance, because the role expectations are 

historically ordained to be true. Countering gender myths are part of many contemporary 

curricula.   

Myth and mystification are one source of social distortion and cultural mythology is a 

network of beliefs that can be used to deny the realities of their historical origins (Kincheloe & 

Pinar, 1991).  For instance, the cowboy, an icon of Texas exists as both a real profession and a 

mythic figure in North Texas.  The mythic figure is a heroic, male loner that demands respect 

and admiration, but never fully commits to a community (Bellah, 1996).  Demystifying history is 

inhibited by social structures and the distortions of past role definitions that Kincheloe and Pinar 

(1991) found in southern cultures.  Besides gender roles, there is also a historic divide among 

races and cultures in the south.  Pinar (1991) lists the South as unique because of its history of 

slavery and says societies forget history when historical quality is lost and individuals lose the 

memory that those things and ideas were once made.  I consider this loss of memory important 

and worthy of further consideration and will refer to this in later discussions as lack of 

ontological memory (Bergson in Deleuze, 1988).  North Texas is unique in that it shares in 

several unpleasant histories including both slavery, and genocide of Native Americans.  

Kincheloe and Pinar (1991) suggest that curriculum look at these kinds of issues dead on, and 

reconsider how they are remembered.  Art educators can follow the lead of artists like Fred 

Wilson whose juxtaposition of objects in a curated space cause reconsideration of history 
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(Anderson & Milbrandt, 2005).  Kincheloe and Pinar suggest that curriculum can become the 

embodiment of place to help demystify its qualities.  I suggest curriculum is embodied place, and 

when created or practiced without critique it limits its potential resonance. 

PB education needs to acknowledge the critical aspects of local place in the global 

structure as well as provide a critical view of the physical, social and cultural qualities of the 

places which shape students’ identities (McInerney, Smyth, & Down, 2011).  Gruenewald (2003) 

examines critical geography and combines it with critical social theory to create a critical 

pedagogy of place.  Critical geography is concerned with “how geographical space, always 

inscribed with politics and ideologies, simultaneously reflects and reproduces social relationships 

of power and domination… [it is] spatialized critical social theory” (p. 628). Spatial relationships 

in geography shape the culture, identity, and social relationships of geographical thinking to 

educational philosophy, but school’s disregard for place limits the possibilities for local social 

participation because it diverts the attention of educators and student from the power they have 

(Gruenewald, 2003).  

McInerney, Smyth and Down (2011) argue that PB curriculum without a critical 

perspective can be seen as hegemonic, small and limiting.  Educators need systems to support 

critical perspectives in the curriculum; otherwise it is easier to conform to current and technical 

conceptions of pedagogy (McInerney, Smyth & Down, 2011). They describe a successful PB 

initiative with high school youth and an action research teacher group that made it possible. The 

action research project conducted in a cluster of disadvantaged schools provided opportunities 

for teachers to try PB pedagogies, utilizing the knowledge of local communities and 

incorporating generative themes from students’ lives into the curriculum. Youth needed to find 

and see themselves as part of the community. Students used critical reflective writing about their 
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own communities and family histories as a foundation for a discussion about issues of social 

justice and schooling. The initiative changed negative perspectives teachers held about students 

in their locales and created a culture of teamwork and reflective practice within the region 

(McInerney, Smyth, & Down, 2011).  Supporting teachers’ action research, local community 

wisdom, and inclusivity in a critical setting can be powerful in PB art education as well. 

Art education and PB education share the enabling capacity to perceive place differently 

and can also facilitate a re-visioning of place encouraging modifications of behavior to nurture 

the community.  Ideological, political and ecological theories frame this idea and several studies 

show what this looks like in art education and IG practice.  Cultural journalism is an example of 

empowering curriculum that teachers and students have used to examine place and learn lessons 

from the local. Students generate Foxfire, a periodical documenting the lifestyle of people in 

southern Appalachia.  As Wigginton (1991) explains, students read books by native authors and 

were amazed the region had produced any authors at all; they produced a magazine based on 

extensive interviews with community seniors and they examined a negative stereotype of 

mountain hick and put it behind them.  Wigginton (1989) suggests that school should give 

students rich experiences in the real world which connect to lessons, allowing students to think 

about the implications of what they have learned, so when issues such as racism or national 

stereotypes are raised, they can be allowed to discuss them in relation to their own experiences. 

Graham (2007) offers examples of cultural journalism in an art lesson which values the 

visual culture, artifacts and common objects of people and represents them as worthy of 

investigation, to interview and exhibit.  As in Foxfire (2011), participants sought to show value 

in local artistic traditions which helped sustain and renew traditions and IG relationships.  

Graham suggests that critical PB education frame art education to deal with identity, ecological 
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and social justice questions, but warns that changing traditional curricula needs to be based on 

shared teacher/student commitment and motivated by caring relationships.  

Kitchens (2009) rethinks the social constructs of place and implicit ideologies related to 

education by considering the work of an artist group.  The Situationalists, an avent garde group 

in Europe in the ’50s worked to re-map the social reality of their time by creating conceptual 

maps of how inhabitants experience a city like Paris (Tjebbe van Tijen/Imaginart Museum 

Projects).  Kitchens (2009) suggests that their works are metaphor and models of how situated 

learning and critical geography inform PB education.  He suggests that situated learning, as seen 

in  Dewey, 1938; 1997) experiential education, connects the curriculum to the everyday lives of 

students and is interested in identity and self-formation, but also social-formation and the 

relationships between the two.  Kitchens proposes that critical geography adds the element of 

activism to place, so school is not just a place to learn from, but it is a place in which to act.  

Critical geography asks students to pay attention to their environment and to read the world and 

decode it politically, socially, historically and aesthetically (Kitchens, 2009).  In situated PB 

education learning moves beyond schools to communities as students participate in remapping 

their material and curricular landscapes.  

Powell (2010) suggests engaging in “critical ethnography” with students by seeking to 

bring about change and awareness in a neighborhood using visual art in composing small 

ethnographic studies.  Ethnographic methods can help connect artistic practice with local 

knowledge, history, and narratives of places. Students mapping their relationship to places, 

interviewing community members and sharing in another generation’s stories can enable 

students to map and follow their connections and recognize where their perceptions originate. 
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Another challenging question that arises in PB education is whether students are 

interested in critical social issues at all (Ball &Lai, 2006; Graham, 2007; McInerney et al., 2011). 

Ball and Lai (2006) suggest using methods from cultural studies to consider local art and how it 

functions locally, even championing the artifacts and performance of local culture production in 

a dialogue with students about their particular interests. They suggest allowing for dialogue 

which connects back and forth allows for success to come in all forms which widens the circle of 

inclusivity and counters mainstream ideas of what art and art education should be (Graham, 

2007).  Ball and Lai explain how the art educator can provide creative individuals in a 

community with a local forum, validating their work as valuable, apart from the national scene 

where recognition is illusive.  A cultural studies approach includes the study of the process of 

finding voice.  By studying the voices of local senior artists, teachers can encourage students to 

find and define the significant artwork in the community and add to the study of local culture 

(Ball & Lai, 2006). 

PB education theorizing establishes that place is pedagogical and it can teach through 

environmental, social and critical ways.  PB art curriculum is an effective way to activate 

environmental awareness, question the status quo and initiate change in places where educators 

and students operate. It is curriculum and environment at the same time, encompassing 

community and integrating many disciplines. The goal is to create a positive climate for learning 

in a situated environment that empowers teachers and students to be accountable outward toward 

place (Gruenewald, 2003).  

 

Contributions to the Literature 

Although research shows PB art education and IG learning are connected in theory and 
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practice which honors local relationships and creates knowledge with a local perspective, 

research also demonstrates that curriculum is environment, found in relationship to the local 

(Kemp, 2003) and dynamic interactional IG learning is situated in activities which modify 

relationships (Vanderven, 2004) and additionally, art created intergenerationally can create 

meaning for and among students and older people (Graham, 2008; La Porte, 2000; Lawton, 

2004).  However, the shared goals of these initiatives can be met when time and resources are 

shared. This literature suggests that art educators are uniquely placed to bring these two foci of 

local place and older artists into a single curriculum. This raised the question of how to prepare 

art educators to make connections to local place and to older artists, with a critical perspective in 

order to transform curriculum and make it relevant and relational.  How these goals could be met 

by educators focusing on the unique knowledge of local older artists had not been explored and 

there was a need for research supporting art educators to bring older artists into curriculum to 

facilitate these multiple goals of PB art education and IG learning.   

The findings of an art teacher cooperative action research group, which brought stories of 

senior artists to critically examine place and to create curriculum based on intergenerational 

relationships resulted in new knowledge in both the fields of place-based and intergenerational 

learning.   The complexity of place and memories, both those inherent in place and those which 

people have and have not acquired, offered possibilities for further exploration. How to learn 

from our differences led me to rethink my own understandings of place, time, and memory as 

well as how to work both critically and cooperatively. 
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CHAPTER 3  

METHODOLOGY  

My two initial research questions were: 1.) How might art educators gain a broader view 

of place through discovering the stories of and working with older artists?  2.)  How might an art 

educator’s curriculum and praxis benefit by incorporating broader views of place from the stories 

of older local artists?  As I considered ways to theorize experiences of place as mediated through 

time, I developed the following question: How might art educator’s reimagine the virtual past 

through IG relationships?   

In order to explore these questions in an art educator’s context I designed and facilitated 

action research with in-service art educators.  I chose an action research methodology because it 

is inherently relational and therefore apropos to a postmodern and pragmatic research inquiry 

(Sumara & Carsons, 1997).  As a postmodern researcher, I acknowledge that knowledge is 

always in a state of becoming and never fixed in predetermined categories (Sumara & Carsons, 

1997).  The knowledge produced in this action research and its analysis is the result of 

constructing knowledge through relationships with to the participant teachers and artists, and 

their relationships to each other, the community, and to local place.  It is also about how theory 

challenged and guided my methodology1. 

 

Context for the Study 

This research takes place in Wichita Falls, Texas, which was deemed the most average 

city in the US, by Ad Age magazine based on the 2000 census, because it matched the national 

                                                 
1 Sections in this chapter, found on pp. 46-84, are reproduce from Langdon, Liz A. (2016) "Using Action Research 
Methodologies In Building a Frame for Practicing Research," Marilyn Zurmuehlen Working Papers in Art 
Education: Vol. 2016 , Article 2. Available at: http://ir.uiowa.edu/mzwp/vol2016/iss1/2 

http://ir.uiowa.edu/mzwp/vol2016/iss1/2
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norm for ethnic balance (J. Fine, 2001).  In 2001, Fine described the majority of the residents as 

White, and the largest minority, Latinos, as remaining largely invisible from the city elite, 

whereas Blacks who were at almost 10%, were represented on the city council.  Yet as Fine 

points out, “The East side–traditionally black – lies, literally, on the other side of the railroad 

tracks that run along the edge of downtown” one of the hold overs from segregation that marks 

many small-town and cities around the country.  My research offered opportunities to explore the 

impact of place on local artists and potentially, a legacy of unequal opportunities inherent in 

segregated places. 

Grant funded projects enabled participation of in-service art educators, the participant 

selection method, and the tools and strategies of data collection for this study.  This investigation 

into PB art and IG learning was in conjunction with three studies, conducted by the Wichita Falls 

Museum of Art (WFMA) at Midwestern State University (MSU) and the North Texas Institute 

for Educators on the Visual Arts (NTIEVA) and funded by the Priddy Foundation.  The first was 

a curriculum writing project in 2011-2012 regarding early Texas artists of the area and planning 

in-service teacher workshops related to the curriculum unit.  The second was a curriculum 

project in 2012-2013 which involved select K-12 art educators in writing and implementing 

curriculum based on artworks in WFMA’s collection, as well as older artists from the area who 

they identified and interviewed.  The third was a community quilt project in 2013- 2014.  

In the first project I helped research and write curriculum regarding early Texas artists of 

the area.  During this project, I became acquainted with several inspirational Wichita Falls older 

artists through research for the curriculum unit.  This experience was the foundation from which 

I developed a proposal for this action research to work with teachers in the WFISD.  The funding 

for this research granted the teachers five release days from their classrooms, once a month from 
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January through May, for full-day workshops, and compensation for presenting at a teacher in-

service seminars in June, as well as for outside time to write their lessons for the curriculum unit.  

I also wrote curriculum for the second project.  The third project was a follow-up to the work of 

teacher-participants from this study, in conjunction with one of the older artists identified 

through this research who is not included in this study, and further funding was provided by the 

Priddy Foundation. 

 

Site of the Research 

The WFMA was the site for our research workshops and the museum’s resources were 

part of the curriculum writing project.  WFMA (2014) website states it is a regional cultural 

resource for North Texas and Southern Oklahoma communities, which collects and exhibits 

American art, and which provides educational programming that is interdisciplinary and multi-

cultural (Mission Statement, paragraph 1).  The museum’s cultural credentials added authority to 

the participants’ work, because museums have an exclusive quality associated with them 

(Schwarzer, 2012).  WFMA’s goal is to be “accountable to the public and responsive to the 

regions’ changing cultural needs” (Mission Statement, para 2).  As part of the museum’s 

educational outreach, each teacher-participant identified a Texas artist from WFMA’s permanent 

collection and an older Wichita Falls artist, to research and write a lesson plan about for a 

curriculum to share with the wider community.  Subsequently the museum organized two 

exhibitions based on the participants’ research.  One exhibition was organized around the 

artworks studied in the curriculum and organized in conjunction with the culminating curriculum 

workshops.  As the site of this research, WFMA provided meeting rooms, a classroom and the 
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museum’s art galleries for our monthly workshops and for the summer seminar.  We also met as 

a group in the virtual space of a private Facebook page devoted to PB art education. 

 

Action Research as Practice 

In the following section I identify attributes of action research and aspects of cooperative 

and critical action research as approaches which suited my particular research conditions.  My 

critical stance as art educator/researcher, based on my earlier experiences of teaching in a 

multicultural urban setting, both at a museum and a high school, led me to a critical stance within 

the cooperative action research methodology.  I explain how a critical stance within cooperative 

action research is useful, and how it lends validity to the research and how I adapted this 

methodology in process to explore the research questions.   

I chose action research because it is participatory, and a democratic process concerned 

with developing practical knowing in the pursuit of worthwhile human purposes, grounded in a 

participatory worldview (Heron & Reason, 2008, p. 1).  The participatory world view refers to 

research “people do together to solve problems of concern to them” as opposed to the traditional 

scientific view of the world, where the creation of knowledge belongs to specialist researchers 

(Reason 1998, p. 6).  Cooperative action research can “break this monopoly of knowledge” (Fals, 

Borda, & Rahman in Heron & Reason, 2008).  Rather than the museum being the sole arbiter of 

what is valuable to teach about art locally, in this research, art educators with local artists created 

art curriculum based on local place.   

The practices of action research were ideal for participants to pursue research aims, 

because the practices are grounded in living issues and come out of a spirit of inquiry (Reason & 

Bradbury, 2008).  I embraced the possibility that through the research the participants would 
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develop new perspectives through intersubjective relationships.  Intersubjectivity is used in a 

social psychological sense, referring to a variety of possible relations of people's perspectives 

(Gillespie & Cornish, 2010).  In this study teacher-participants co-created an artist’s narrative 

and added their story to the curriculum.  The relationship with an older artist was significant in 

that it opened possibilities to learn about place through a personal view of lived history.  

Therefore, I used action research to guide how I conducted the research and returned to its tenets 

as I analyzed what had happened in the events. 

For teachers, action research is professional development that is emergent, embedded in 

practice, ongoing, and teacher-directed (Burnaford, Fischer & Hobson, 2001).  I supported our 

group’s common goal of developing new curriculum by planning with action research’s cyclical 

process of observing, reflecting, planning, and acting (W.T. May, 1993; Mills, 2011).  I planned 

activities that asked participants to think and see differently, which requires changing from 

familiar habits of thinking (Sumara & Carsons, 1997) and doing (Hobson, 2009; W. T. May, 

1993; Schoen, 2007).  Through the action research, teacher-participants facilitated PB art 

education in their practice and grounded the research in their own classroom experience 

(Hobson, 2001).  We shared in multiple roles of participant/observer/researcher as we collected 

and analyzed data (Gamwell, 2005; Heron & Reason, 2007).  These premises grounded our 

group’s action research as a practice based in living issues, implemented with a participative 

attitude, and with a curiosity about local place (Reason & Bradbury, 2008).   

Action research is referred to as a practice because it is an evolving form that takes place 

in “the doing of it rather than the abstract describing of it” (Reason & Bradbury, 2008, p. 234).  I 

designed monthly workshops intended to model the basic skills which initiate participants into a 

methodology of inquiry (Heron & Reason, 2007; Schoen, 2007).  I used action research steps as 
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pedagogical tools by identifying the first four consecutive monthly workshops by one of the four 

action research steps: observing, reflecting, planning and acting.  This provided a focus for each 

workshops’ activities and goals.  The cyclic nature of action research meant the four steps also 

took place in an ongoing process of awareness building throughout the research.  Action research 

was the best methodology to inquire about PB art education and IG learning because it placed the 

study of these entwined topics in a genuine context.  

Set in an art educator’s praxis, the genuine experiences of pursuing this topic inspired 

thought and prompted teacher action (Schoen, 2007).  The personal goals and benefits of the 

research varied for the participants, yet the collaborative nature of action research within the 

curriculum writing team functioned as support, which clearly empowered art teacher-participants 

to monitor and analyze their practice, and to expand their knowledge of art and art education 

(Schoen, 2007).   

Practical action research is most common for teachers to practice (Kemmis, 2007; Mills, 

2011).  The researcher remains open to the views of others and how others experience the results 

of the action research, which enables reciprocal relationships between the practitioner and others 

involved (Kemmis, 2007; Mills, 2011).  It is often times referred to as second-person action 

research (Torbert, 2006).  Instead, in this research I engaged teachers to become coresearchers. 

As the research facilitator I directed participants’ research to encourage an openness in our group 

discussions, encouraged participants’ creativity, and acknowledge and embrace the learning of 

each participant for their contribution to the research. 

Schoen (2007) recommends key support for art educators’ action research differentiating 

the kind of support a teacher needs in developing an action research practice along a continuum 

of practice, from acquisition, to fluency and generalization.  My workshop design supported 
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participants in the acquisition stages of action research by enabling them to develop the skills, 

abilities, and attitudes for the context of the curriculum project.  I shared my understanding of 

action research with group members explaining this was on-going learning and by presenting PB 

art education as a viable theory that could become part of their practice (W. T. May, 1995).  

As the research progressed through time, participants documented reflective practice as 

each became a coresearcher, learning about place and art through the artist they identified, 

interviewed and wrote about.  This extension of participation with artists looked like cooperative 

action research, which gave participants rich experiences to reflect upon and extended the 

learning beyond the participants and myself.  The artists contributed to our group’s knowledge, 

and in that way became coparticipants. Each participant donated positive sense in the 

reciprocating IG events.  As I analyzed what participants did, I embraced their learning as 

evidence of multiple modes of learning that are recognized as evidence of cooperative action 

research.  

Cooperative action research served the practical purpose of facilitating learning about art 

education while developing curriculum and extended to an exploration of wider social and 

cultural implications of place through building relationships.  My efforts to challenge 

participants to think and act differently about broader social and cultural issues added a critical 

aspect to the action research.  These two types of action research-- cooperative and critical—

engaged participants differently. 

In the following sections, I describe critical and cooperative action research in greater 

detail and show aspects of both methods functioning within the research.  I differentiate myself 

in the role of researcher and facilitator because I realized my first-person stance as a researcher 
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began by supporting a critical perspective, while it was through my second-person stance in 

cooperative action research that I gained an appreciation of teacher-participants as coresearchers. 

 

Cooperative Action Research 

Heron and Reason (2006) describe a cooperative action research group as research with 

rather than on people, where “coresearchers also become the co-subject” (p. 145).  In this 

research, artists became a valued part of the group’s work and a source of expanded learning 

about place.  The teacher-participants became coresearchers through their relationships with 

artists by studying the relationships between their selected artist and their research.  The teacher-

participants’ input regarding the artists and their relations to community consequently led them 

to reflect and look at their own teaching practice differently.  

Heron and Reason (2008) employ multiple ways to identify participant learning available 

through cooperative action research.  I analyze teacher-participant learning in this research by 

looking at participants’ diverse modes of learning including presentations of experiences, 

propositional thoughts and their extended practices, all which honored the participants’ evolving 

work and cast them as coresearchers (Heron & Reason, 2008).  By using this extended 

epistemology to analyze participants’ work, I recognized participants as coresearchers and co-

subjects (Reason & Bradbury, 2008, p. 234).  I critiqued participant views in private exchanges 

and they responded in critical reflective writing, and through this I came to appreciate participant 

learning within critically reflective cooperative action research.   

 

Critical Action Research 

I wanted the research practice to empower and enlighten participants and challenge the 



55 

status quo and critical reflection seemed necessary for participants’ views of local and regional 

place to change.  I felt the use of critical action research might encourage the teacher-participants 

to embrace a critical view, since it is a direct way to facilitate the basic action research principle, 

to look at things differently (Hobson, 2001; Kincheloe, 1991; Mills, 2011).  Critical action 

research asks for critical reflection based on observation, to effect the planning of the next 

action.  On the other hand, I had not even met most of the participants before the research began, 

and I could not count on their participation in critique.  I recognized after a first encounter which 

resulted in resistance to considering place critically, that I would need to introduce critical 

reflection as an on-going process, if I was going to influence participants to move beyond 

practical improvement of practice, to a sympathetic reflective practice.  

One of my goals in conducting this research was understanding how participants’ view of 

local and regional places might change through critical reflection.  I reasoned that when 

participants heard older artists’ stories, as I had, and reflected on the visual culture in the 

community, they might see or experience some disparity in how place is perceived 

generationally and culturally.  I felt the use of critical action research might encourage the 

participant art educators to embrace a critical view, since it is an effective means to begin to look 

at things differently (Hobson, 2001; Kincheloe, 1991; Mills, 2011).  The goals of critical action 

research share key purposes with critical social theory of freeing individuals from tradition, 

habits, and bureaucracy while enabling processes of enlightenment and democratic participation 

(Kincheloe, 2005).  Critical action research has the goal of emancipation and it was these 

socially responsive aspects of critical action research that I anticipated might enable participants 

to examine place in their curriculum from a critical perspective (Kincheloe & Pinar, 1991; Mills, 

2011). 



56 

I had not conducted or participated in formal action research practices prior to this 

research, and guiding a critical investigation was a new challenge.  I had read descriptions of 

various action research methodologies and I considered several variations of what our action 

research could look like; practical, critical and cooperative.  The two models of action research 

practice which I engaged in offered ways of doing research which supported different aspects of 

my goals.  I planned workshops within the general framework of action research, and adapted the 

methodologies as I grew to appreciate the value in each way of working.  Yet, because action 

research is a living practice it does not lend itself to predictability, and conflicts and 

contradictions arose.  

In writing about the complementarity between complexity and teacher action research, 

Phelps and Hendry (2010) have asserted that action research is a messy system in which 

teachers’ work is very complex and where factors cannot be controlled.  They recommend that 

action researchers take a proactive stance in learning from this unpredictability.  Phelps and 

Hendry describe action researchers as involved in evoking, welcoming and understanding change 

processes and taking a proactive stance in working the unpredictable.  Following is more detailed 

information about the two types of action research and how I interpreted their function within 

this research, which lays the groundwork for my development of critical cooperative action 

research. 

 

Design of the Study 

The following three sections will outline the design of the study: 1). Participants as 

source of data 2). How the data was collected 3). The methodology used in analysis of the data. 
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In this first section I describe the participants and participant selection. In the second section I 

describe how multiple forms of data were collected to create a multi-faceted reflection of my 

own and participants’ learning.  In the third section I describe how I used narrative analysis as a 

reflective and reflexive practice and how I found a theory that provided tools to analyze what the 

data presented. The participants, data collection and methodology remained the same in 

exploring all three questions. 

 

Participants as Source of Data 

The primary participants were myself, three selected art educators, and four invited 

artists.  All research participants have chosen to be identified by their full name because it is their 

story and they are proud of the work they did (Gryner, 2002).  They are: teacher Audra Miller 

and artist Ralph Stearns; teacher Claire Walker and artist Wanda Ewalt, and teacher Carol Rose 

and the late artist, Mary Stephens. Stephens died in June of 2015, almost two year to the day 

after the culminating event of the summer seminar.  I also include Jeanette Harris Heiberger, one 

of the artists that I identified during the first study, who was also part of our study.  I have 

provided pseudonym for two other participants who contributed to the curriculum and are 

included in the narrative, but whose story is not the focus of the research, one is identified as Kay 

Knight and the other is Jocelyn Encarta.   

 

Teacher-Participant Selection 

A recruitment letter for participation (See Appendix A) was sent to a select group of art 

educators recommended by the fine arts supervisor from the Wichita Falls Independent Schools 

District (WFISD).  The invitees applied by submitting an application in which they answered a 
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few short essay questions regarding their curriculum and their knowledge of PB art education.  

Two participants were aware of the PB focus of this research from participating in the previous 

WFMA/NTIEVA initiative on early Texas artists.  The third selected applicant intuited what PB 

education meant from the questions, as seen in her essay response.  Applicants also wrote about 

their classroom, the challenges, the changes, and their dreams for their classroom.  These 

reflections demonstrated their desire and ability to be reflective practitioners, a key aspect of 

teacher action research (Hobson, 2001).   

From the original action research group of four participants I selected three to be the 

focus of this study.  These three had been recommended by the Wichita Falls ISD fine arts 

supervisor.  The demographics of the teacher-participants revealed that they were all White 

females ranging in age from mid-30 to mid-50. Teacher-participant art education training and 

experience also varied greatly.  All participants had taught in the classroom environment for at 

least 10 years.  One was not certified to teach art and had been doing so for only one semester.  

Two participants had education degrees with an art emphasis from MSU and had been teaching 

art in the district for at least fifteen years, one of whom was in her second year of teaching at the 

high school level.  Teacher-participants took on the role of researchers and the data they 

produced became invaluable in answering the research questions. 

 

Artists 

Each teacher-participants selected an artist to work with.  It was important to allow 

teacher-participants to identify the artist they researched and not limit them by categories of art 

form or practice, because the teacher-participants’ interest in the artist they selected was 

dependent on their interest in the content and meaning of the artwork.  The teacher-participant’s 
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selection of an artist was based on what they knew and wanted to know about art. They used the 

on-line resource of the local art association to locate artists. 

Teacher-participants were asked to identify and interview artists who represented an 

older generation in order to experience IG learning.  Generational difference is considered to be 

20 years, or more.  I noticed generational differences within our group of teacher-participants.  

Acknowledging that generational difference is relative to one’s age, I suggested the younger 

adult teacher in our group choose someone based on her own generational age difference.  

Teacher-participant age difference proved to be instructive, as we shared stories, indicating how 

ideas about local place change over time, which contributed to theorizing about place and IG 

learning.   

Participants shared knowledge of the local art scene to identify potential artist 

participants including: previous acquaintances, internet websites, public art, and gallery 

experiences.  The teacher-participants used their own criteria when selecting an artist, which 

included availability, appreciating their artwork and representation of their student demographic.  

Two of the selected artists came from my research for the previous curriculum unit in 2011.  One 

participant chose to research an artist whom I previously researched, because she could not make 

contact with her first choice.  The final selection of artists did not meet all the participants’ initial 

criteria, but exceeded expectations in other ways. 

 

Data Collection Procedures 

To answer my first and second research questions regarding how art educators might gain 

a broader view of place through working with older artists and how this might affect their 
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curriculum and practice, I designed action research which provided participants opportunities to 

explore the questions, which provided data for analysis.   

Table 3.1. Schedule and objectives of WFMA action research workshops 

Month 
Objective 

Content 
PP= my slide presentation Assignment Data 

Tool 
January  
 
Observe 

• Connections to Place through 
Elder Artists PP 

• Tour of WFMA Collection 
• Introduce Mindmaps 

• Join Facebook Page 
• Identify & Research 

WFMA artist 
• Students’ cognitive map 

of community 

• Participant 
Mindmaps 

• Student mapping 

February 
 
Reflect 
Critically 

• Recap student mapping 
• Libby Alford lesson plan PP 
• Reflecting critically PP 
• Reel Injun video clips 
• Token Response gallery game 
•  Researching local artists 

• Post on Facebook 
• Identify & research local 
senior artists. 
• Write reflection in 
response to meeting notes. 

• IRB signed 
• Observations and 
audio recordings 
• Participant 
reflection 

March 
 
Plan 

• Documenting visual culture: 
show Liz’s photostory Denton 
• Socratic seminar: Lomas Garza, 
Ringgold, Biggers 
• Participants report research 
• Arts Integration PP  
• Life story interviews  

• Gather examples of visual 
culture from WF area for 
journal. 
• Interview senior artist and 
record their life story for 
curriculum. 
• Begin planning individual 
lessons. 

• Journal of Place 
• Observations/ 
audio recordings 
• Video 
documentation of 
artist interviews 
• Participant 
reflections 

April 
 
Action 

• Guest artist, Mary Stephens 
• Understanding Big Idea PP 
• Connection to Place through 
Elder Artists PP  
• Participants report research 
• Create unit theme, title, ???s 

 

• Begin implementing 
lessons in classroom. 
• Continue writing artist 
lesson plans for curriculum 
unit 

• Observations/ 
audio recordings 
• Participant 
reflections 

May 
 
Reflect/ 
Plan 
 

• Review artist lesson plans 
• Plan summer seminar 
• Your Art Ed Praxis: Place, age 
and social justice PP 

• Editing lesson plans 
• Prepare seminar: artist 
presentation and hands-on 
activities 

• Observations / 
audio recordings 
• Curriculum unit 

June  
 
Reflect/ 
Action 

• Participant exit interviews 
• Summer Seminar guest artists: 
Ralph Stearns, Wanda Ewalt, 
Jeanette Heiberger 
• Participants present 2 artists and 
hands-on workshop  

 

 • Observations/ 
audio recordings 
• Interview 
• Art: Exhibition, 
Mindmaps, 
Journals of Place 
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The workshops challenged habits, asked participants to seek new encounters and did not 

reproduce typical social encounters but looked for deeper contact through IG experiences (Heron 

& Reason, 2008).  I introduced action research through a series of monthly workshops.  The 

workshops began with an introductory session in January with an assignment to observe, 

followed by a focus on reflection in February, with an assignment to plan in March, report on 

actions in April and write curriculum in May.  A grid summarizing the plan of the workshops is 

included here to give a general idea of our monthly workshops, including action research 

objectives, assignments, and content, including my presentations and activities, and tools for data 

collection (see Table 3.1.).  The action research concluded with presenting the curriculum during 

a summer seminar in June.  In practice the participants engaged in several cycles, throughout the 

five months of this action research.  The workshops were set-up with a dual purpose: to facilitate 

teacher-participants’ creation of curriculum through research with an artist, and to reflect and 

learn about how local place presents limitations and possibilities for artists.  My plan for each 

workshop changed to responded to events of the previous month. 

 

Extended Epistemologies of Cooperative Learning  

The workshop format enabled multiple forms of engagement that facilitated participant 

learning through multiple modes, which provided various forms of data.  Heron and Reason 

(2008) recognize cooperative action research’s “extended epistemologies” enabling participants 

to make meaning, which provide data for analysis (p. 366).  Extended epistemologies recognize 

the validity of a variety of methods of learning in cooperative action research including 

experiential, presentational, propositional and practical ways of knowing.  Experiential knowing 

is rooted in openness to encounters to interact with the world.  Heron and Reason (2008) explain 
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that in action research, experiential knowing is declarative and provides the ground for other 

ways of knowing, which provide more tangible data.  Presentational learning is one way of 

knowing which enabled the art educator participants’ creative, visual responses to the research. 

Artful presentational forms of learning demonstrated participants expressing ideas visually 

(Heron & Reason, 2008).  Propositional learning produced data which coincides with the written 

and recorded speech of participants that took place in the action research, both during workshops 

and in reflective writing and online conversations (Heron & Reason, 2008).  The data provides a 

thick description of events through participants’ voices and artifacts.  These experiences become 

data and are alluded to in the following section which organizes data into four types appropriate 

to qualitative research: observations, documents, interviews and audio-visual materials 

(Creswell, 2009).   

Collecting data with a broad range of collection methods provided a way to substantiate 

the integrity, transferability and confirmability of the data through triangulation (Lawton, 2004).  

In the following section, I will describe the specifics of each type and its importance as evidence 

of the extended epistemology of action research.  I show in the following how this data 

corresponds to evidence of learning in cooperative action research which can be found in an 

extended epistemology (Heron & Reason, 2008). 

 

Observations 

This research took place in a natural setting and I obtained permission to record audio 

and video of participants’ discussions at our workshops and at the summer seminar.  My role in 

the group often times was that of observer as participant, because I was the group facilitator and 

the initiator of the research, which enabled me to record information as it occurred through audio 
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and video recordings (Creswell, 2009).  At other times, I was participant as observer when I was 

involved with the group’s work and I did not attend to or observe the detail of what was going on 

in the wider view (Creswell, 2009).  This double-edged sword is unavoidable in narrative inquiry 

because the self is always included in narration and action research.  This varied participation is 

common to the dual roles of action researcher and narrative inquirer and eliminates the view of 

researcher as silent, perfect and moralizing (Clandinin & Connelly, 2000).   

The audio and video recording of events served as field text in the narrative.  Each of the 

six workshops took part in a different room or spatial configuration, hence, each workshop and 

the summer seminar carried its unique spatial identifier which was recorded in the video.  

Clandinin and Connelly (2000) discuss the function of carefully constructed field text in 

providing a means to move between the roles of participant and observer, “field texts assist 

memory to fill in the richness, nuance, and intricacy of the lived stories and the landscape” (p. 

80).  Field texts helped deal with relativism of being a participant and observer, and assisted me 

to view both the personal and the social aspects of those being observed, and aided in a necessary 

distancing of myself (Clandinin & Connelly, 2000) .  

I listened and/or watched the recording within a week after each event and transcribed 

them.  I saved these notes and all my documentation as electronic files in MS OneNote.  I used 

these field notes to reflect on and engage in on-line dialogue with participants during the month 

between workshops.  The notes informed decisions as I revisited plans for the next month’s 

workshop and made adjustments.   

 

Documents 

Participants created both public and private documents, which serve as data.  Private 
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documents are post-workshop reflections and email correspondences that were between me and 

participants.  The public documents are lesson plans and resources we developed in the 

curriculum, Pride in Place: Investigating the Cultural Roots of Texoma Artists.  The curriculum 

is available on WFMA (2015) website which includes the slightly edited version of participants’ 

life story interview with artists (Education /teacher-workshops section).  Some language was 

edited from participants’ original text for clarity sake or to update language to make it more 

inclusive, which is noted in the narrative analysis.  The texts represent presentational knowledge 

that was formed in negotiation with the older artist in life story interviews.  

 

Life Story Interviews  

A key component of the data developed in this research is the encounter of each art 

educator with an older artist through the life story interview. It was this data that I connected 

with my third question, based on a theoretical premise of memory actualizing the virtual past.  

Each teacher-participants conducted a life story interview with their chosen artist to include in 

the curriculum, and introduced them to our workshop and to the summer seminar participants.  

The older artists signed on as coparticipants in this research and gave permission to share their 

life story and conversations with us.  The life story interview is transcribing someone else's story 

about his or her lived experience, and it offers a unique perspective to the interviewer of being 

welcomed into someone's life, culture and world (Atkinson, 2007).  Atkinson (2007) states it is 

essential in bringing “forth the voice and spirit within a life-as-a-whole personal narrative” and it 

can be mined to answer research questions (p. 224).  In this case the relationship between 

educator and artist proved important experiential learning which is documented in interviews 

with the teacher-participants.  Atkinson suggests sharing stories can ultimately serve to bring 
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people together by the interviewer bonding with the story teller. In this intersubjective 

relationship, people extend themselves to acknowledge others as part of their personal 

experience (Atkinson, 2007).  

The older adults’ narratives demonstrate how individuals’ own voices shape our 

perception and understanding of common culture (Baddeley & Singer, 2007).  This is key to 

bringing about the shared understanding of a social record.  As they listened to and wrote the 

artists’ life story narrative, the collaborative nature of the research with their chosen artist 

extended the opportunities for participant reflexivity, and compassionate intersubjectivity 

(Torbert, 2006).  

 Life story interviews bring together the story of a lived experience by the one who is still 

living it in a mediated constructive collaboration, in this case, between the older artist and the 

researcher story teller.  The life story narrative demonstrates intersubjective compassion, because 

it empowers the teller through language and the acknowledgement of their story (Atkinson, 

2007).  The benefits are mutual to both the story teller and receiver.  In addition, the life story 

interview is a bridge between several concepts. It brings together the ideographic and the 

nomothetic, which is the individual story and the larger story of a culture, a time in history, or 

the larger common story of humanity (Atkinson, 2007).   The narrative produced by the teacher-

participant is a form of presentational knowledge demonstrating the participant’s reflection on 

both the intersubjective relationship with the artist and the place and time their story represents, 

connecting to a wider understanding of community.  This data becomes an important part of the 

exploration of my third question, regarding teacher-participants gaining a broader view of place 

by reimagining the virtual past through IG learning with an artist. 
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Private and Public Reflections 

Written reflections are valuable data which represent a move toward a propositional way 

of knowing during the action of the research.  Heron and Reason (2008) define propositional 

knowing as knowing ‘about’ something in terms of ideas and theories (p. 373).  Monthly 

personal reflections reveal participant thinking at the time.  The reflective process moved 

learning from simply observation in the first step of the action research cycle, forward to 

planning which is the focus in the third step of the cycle (Heron & Reason, 2008). In this way 

participants developed theories by using language to reflect, to assert propositional 

understanding, and to make generalizations.  Participants demonstrated propositional learning 

which extended their practice, and which cast them as coresearchers (Heron & Reason, 2008). 

I explained at our first meeting, the reflective nature of the action research required 

outside time to write.  Reflective writing has been shown to be a valuable tool for learning, yet it 

is difficult to find the time to be reflective while teaching (Hobson, 2001).  Writing fuels insights 

and enables understanding of things not known before the writing (Atwell as cited in Hobson, 

2001).  The participants’ writing demonstrated propositional learning from the workshop 

discussions and their encounters with artists.  Their reflective writing supported the personal 

growth and underpinned the professional development which their research produced (Lewis & 

Rutherford, 2009) as well as documented their perception of events and places.  

We created a Facebook page devoted to PB art education to share reflections, and 

information and ask questions.  For example, participants shared what was going on in their 

classrooms, what they were finding interesting in local visual culture, what they were doing and 

discovering with their chosen artist, and information of general interest to art educators.  The 

Facebook page also served as a way to ask question and clarify things.  These exchanges kept up 
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interest between monthly meetings, and increased the group’s cohesiveness, spanning the 

distance between participants and facilitators.  I copy/pasted each participant’s posts and 

comments onto pages in their individual OneNote file to use as data. 

Participants wrote a private reflection after each workshop, which they shared with me 

via email.  I responded with at least a short paragraph to affirm their comments, or ask questions.  

In some instances this initiated a form of dialogue journaling with participants in which the 

topics from workshop discussions were thoughtfully extended, because participants seemed to 

give greater attention to the written discussions (Creswell, 2009).  I sought to understand 

participants' worldview by developing dialogue in which they were actively involved in the 

construction of meaning (Keifer-Boyd, 2014).  

Participants were frank in sharing their ideas and opinions in these personal exchanges, 

particularly when I asked challenging questions.  I wrote questions from a critical stance to add a 

disorienting element to the action research and our discussions often went back and forth. I dated 

and stored these reflections electronically and the data became topics for further investigation 

through the narrative.  The one-on-one dialogic exchanges demonstrated greater depth than 

group dialogs generated on Facebook. 

 

Interviews 

At the workshops’ end I audio recorded face-to-face interviews which lasted 

approximately one hour using a set of seven questions.  Individual audio-taped interviews, 

allowed for participant explanation of events and viewpoints to be clarified (Creswell, 2009).  

The semi-structured interview, found in Appendix B, asked participants to talk about their 

experiences working with their chosen artist and how they perceived the Wichita Falls area as a 
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resource for learning.  I inquired about participants’ learning in interviews which gave 

participants the opportunity to reflect on their presentational knowledge reflected in their art 

production of mind maps and visual journals.  These interviews were transcribed and the text is 

used as part of the narrative.  The interviews represent propositional learning as participants 

continued to reflect on events and on transferring learning from the previous cycle to planning 

further implementation of their work. 

 

Visual Images  

The visual images that participants produced in relating their experiences are 

"transactional and participatory in nature", demonstrating a "primordial synthesis of perceiver 

and perceived" (Heron in Heron & Reason, 2008, p. 371).  The visual documents represent 

participants’ presentational ways of knowing, an important aspect of the extended epistemology 

of action research.  Drawing is an elemental way to express ideas which these art educators were 

comfortable with as a means of conflating content and meaning.  As a powerful record of 

experience, the artwork produced is "a pathway for emotion, [which] clarify and codify 

experience, and are pivotal in providing access to holistic knowing" (Yorks & Kasl in Heron & 

Reason, 2008, p. 372).  These records keep alive the overall qualitative richness of the 

participants' actions and experiences (Heron & Reason, 2008).   

Presentational ways of knowing worked well for these art educators, allowing 

participants to demonstrate their “heightened sensitivity through intuiting significant patterns in 

immediate experiences and putting them into a visual form” in other words, their greater 

awareness of experiences of place produced artful responses (Heron & Reason, 2008, p. 331). 

This presentational process invited participants’ imaginative minds to create the transaction 
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between awareness and actuality, generating visual images that disclosed place and memory.  

Participants began with a cognitive mapping experience and extended this with journaling about 

place.  This gave the action research group a sense of communion with place with a “resonance 

in their shared life-world, as a ground for subsequent reflection together” (Heron & Reason, 

2008, p. 372).  Their investigation of their personal development as art educators and their 

creative journals of place allowed them to share these common experiences among themselves. 

This data was presented in the following formats. 

• Mind maps  

I instructed participants to create a mind map, a visual organizer that locates a person 

geographically or metaphorically at different times in her life in a kind of creative mapping.  

This mind map focused on participants creating a narrative of self (Hobson, 2001).  I led the 

reflective activity as a warm-up activity that asked participants to create a conceptual map of 

how they came to be art educators.  I invited participants to freely interpret the assignment in 

regard to how to map the intersection of place, time and activity in their stories.  Some began 

with a wordlist only, others sketched lightly.  The maps evolved over five months, and were 

displayed at the summer seminar.  During the participants’ exit interview they explained how 

and where their understandings of place and art connected, using the presentational knowledge of 

their mind maps.  Besides suggesting a personal history, the maps reflected concepts introduced 

in the research and included data used in response to my second question regarding how their 

curriculum and practice changed.  The cognitive maps challenged borders, showed regional 

resources on par with global resources and honored family and folk art traditions.  

• Journals of place 

I introduced the concept of visual culture to participants as an outgrowth of a cognitive 
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mapping activity I asked them to facilitate with their students.  In a discussion of students’ maps, 

we acknowledged students had limited knowledge of local place.  Participants noted students did 

not acknowledge structures without a direct experience of them or through brand name 

identification like Walmart and McDonalds.  In response, participants were asked to keep an 

ongoing journal to record their own experience of the visual culture in Wichita Falls.  

I gave participants commercially produced journals with prepared pages, to encourage 

creative responses and I invited use of it as a journal or scrapbook.  I invited participants to be 

creative in recording their discoveries about place, because scrapbooks and journals “provide a 

means to archive experiences and insight for later use” by recontextualizing information, which 

allows for critical analysis (Delacruz & Bales, 2010, p. 38).  Their journal of place was a record 

of their personal study of the visual culture and art in the local community (Krug & Parker, 

2009).   

• Documented artworks 

Teacher-participant digitally documented and found images available online of their 

chosen artist’s images  I photographed the artworks in the related exhibitions in WFMA galleries 

which also became data in discussions of artists and place.    

• Video   

I modeled and promoted variations in audio-visual expression in the workshop.  I created 

a model photo-video journal of place for this research in which I photographed and produced a 

video based on my personal route through Denton, Texas from country to town square, produced 

with a critical view to demonstrate how place can carry a cultural history.  Consequently, some 

participants created animated journals using an online photo movie animator, as an alternative 

way of producing a journal of place.  Several of the participants explored video recording and 
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photo story to do the following: tell a story about their artist, tell a story about place, facilitate 

their students’ telling about place, or produce edited video of their artist telling their own story 

and demonstrating technique.  One participant invited her students to participate by contributing 

their own photos to create an animated collage documenting their view of place.  These were 

shown at the summer seminar and in the participants’ classrooms.  

The visual, auditory and tactile images that participants used in disclosing their 

experiences are important because participants engaged with place both thorough memory and 

action in an elemental synthesis of experience with reflection.  These records of experience are 

"a pathway for emotion, [which] clarify and codify experience, and are pivotal in providing 

access to holistic knowing" (Yorks & Kasl in Heron & Reason, 2008, p. 371).  In this way 

participants produced data that responded to my research questions, by demonstrating their 

personal understandings gained in action research about art from stories of local people and  

places and, thereby, gaining  a broader view of place.  

 

Data Analysis  

As the action research facilitator, I engineered the flow of discussions in meetings and 

online by posing critical questions, to slow participants’ navigation of what seemed like the 

familiar territory of local place.  As participants’ unquestioned ideologies colored discussions, I 

felt the need to challenge them.  My dual roles of facilitator and co-participant caused an inner 

conflict between embracing the cooperative spirit of the research and being critical of 

participants' ideologies.  This discussion of the experience of critical and cooperative aspects of 

action research leads to showing ways to assess the validity of the data produced. A discussion 
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follows of how narrative inquiry facilitates data analysis coming together with an understanding 

of the data from a theoretical position, incorporating the theory and ontology of Deleuze LOS. 

 

Critical Reflections and Cooperative Resolutions   

I began our action research practice by asking participants to use the first step of action 

research, and observe how their students describe local place in their artwork.  At our next 

monthly workshop, I created a presentation to promote critical reflection but in discussing their 

students’ neighborhoods, participants shared their own views which reflected fear and a clear 

divide between us and them.  The discussions were freewheeling and opinions outweighed 

reflection.  

I based my presentation on the second step in action research, reflection, and added a 

critical perspective, yet participants brought their own emotional and affective states to their own 

critiques about people and situations.  Conflicts became apparent which were not reflective of 

the ideas I presented.   In discussions participants presented other community members as 

stereotypes and their critique came across as a qualitative difference, based on race and ethnicity.  

In the following weeks, the participants moved toward more considered discussions in their 

monthly reflections, and they demonstrated propositional ways of learning in written responses 

which produced dialogue in response to my challenges.  Through these written dialogues, we 

exchanged views.  The critical aspect of the research challenged traditional ways of thinking 

because action research asks participants to think differently.   

Ethically, I felt my positioning in the action research obliged me to respond to 

participants’ use of stereotypes to describe community members in a timely manner.  Knowing I 

could not ignore my strong feelings of dismay over the participants’ comments from the previous 
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meeting, I challenged participants’ stereotyped views in an emailed report and requested 

participant response.  I presented their stereotyped characterizations in a gridded report which I 

had gleaned from transcriptions of the meeting discussion.  The report challenged participants’ 

stereotyping language, and then asked for critical reflections from participants.  This emailed 

report generated in-depth discussion with some participants, through which I learned more about 

what participants knew and felt about place related issues, and where there were possibilities for 

growth.  The one-on-one dialogue that could take place in email exchanges provided a forum for 

honest and sometimes contentious exchanges, exhibiting critical reflection.  My attempt to build 

critical dialogue through programmed facilitations in subsequent presentations met with little 

immediate success and I found I needed to adjust strategies.   

I found myself in the precarious position of the initiator of second-person action research 

who was walking a fine line between what McArdle (2008) describes as “getting in” and “getting 

on” addressed below: 

Making ‘getting in’ more possible therefore requires some matching of the language or 
behavior of the stakeholders you endeavour to ‘get in’ with.  It is both about ‘sameness’ 
— making the intervention less visible, less different, from ‘what normally goes on 
around here’- and about ‘difference’ — making the intervention more visible, different, 
in ways that you feel will engage people's interest in the potential inquiry.  If the visibility 
of either is extreme, getting in can be less possible. (p. 605) 
 
I use the term facilitator to denote my role as an ‘initiating’ or ‘methodology expert’ 

(McArdle, 2008).  I was a fledgling facilitator, initiating research, and beginning to understand 

how methodology might work.  For instance, my prepared presentations and questions held a 

critical perspective, yet I had not prepared participants to think differently. I fell short of 

providing substantial entry into experiences that connected participants with critical thinking in 

my fledgling facilitation.  I was reminded the dynamics of action research groups are complex 

situations.  I was a novice action research facilitator, and had a lot to learn about the nuanced 
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approaches to facilitate action research (Heron & Reason, 2007; Sumara, & Carsons, 1997).  

McArdle (2008) explains that there is “some working of energy to be done at this early stage — 

reading how individuals respond to your ideas and using this as ‘data’ to inform what needs to be 

done next” (p. 605).  I vacillated between pushing boundaries and emphasizing the familiar 

(McArdle, 2008).  The disorienting dilemma of critical research would affect not only teacher-

participants, but it also affected me.   

 

Plan Change 

In reaction to the lack of reflective discussions in the previously, I altered my 

pedagogical-based strategy of presentations and facilitated a Socratic Seminar discussions, led by 

a colleague trained in the method (Read Write Think, 2013).  The Socratic Seminar follows set 

rules of engagement for discussion of texts and images, allowing comments and questions only 

related to text interpretation, which move the discussion forward and ensures even participation.  

Due to the nature of the images, discussions again turned to cultural differences, in ways I 

perceived as both positive and negative, but the controlled forum kept the discussion even. 

Torbert and Taylor (2008) identify this as a double-loop feedback, where the action in the 

research leads to a transformation of strategy, which influences ongoing interactions within the 

research group.  This double-loop feedback represented a change in plan due to the reality of the 

research.  This is a part of the process of action research, to be responsive to critical reflections in 

planning and acting.   

 

First and Second-Person Action Research  

This change of strategy also marked my realization of the necessity of using both the 
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first-person and second-person stances of an action researcher.  As I analyzed the data I 

recognized my dual role of facilitator and co-participant (Torbert, 2006).  In first-person inquiry, 

research is conducted on oneself simultaneously with those who one engages with as facilitator, 

in a second-person relationship (Torbert & Taylor, 2008).  During our workshops, I was 

challenged to both listen to what participants were saying, and take in the big picture.  As a 

facilitator, I needed to respond to the emerging direction of the research, and plan timely action 

both in my responses and in guiding teacher-participants, all the while trying to improve my 

practice of facilitator and deal with dissonance (Torbert, 2006).  I had novice skills in balancing 

and integrating the actions of questioning, advocating, illustrating and framing discussions, and I 

did not always assess or creatively speak to the flow of ideas in our work sessions (Torbert & 

Taylor, 2008).   

In the workshops when participants’ shared alienating stories and perspectives, I found 

myself in a double inquiry, which fluctuated between second-person inquiry with participants 

and first-person inquiry within myself (Torbert, 2006).  I had a dilemma because I saw 

contradictions between the planned future of the research and how it was unfolding.  Conflicts 

between my ongoing relationship with coparticipants and my critical perspective, added to the 

double-sided dimension of my role.  My awareness of incongruities between my intentional 

collaboration and our performance as a cohesive group in a second-person inquiry, and my 

strategy of using critical reflection, created the basis for my first-person inquiry (Torbert, 2006).  

This paradox between my first-person and second-person approach motivated my search for a 

way to analyze the discord in my experience of the data.  

A key part of critical research is reflective inquiry, where participants must first research 

themselves, question what shapes their thinking, and then be open to the same with others (May, 
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1993).  Although I brought participants into critical discussions by challenging their statements, I 

had not critically investigated my own.  The success of developing a framework that encourages 

growth and change through a critique of the status quo depended on what investments 

participants are willing to make in terms of emotions and affective states (Kemmis, 2007).  Later 

as I reviewed the data and sought to understand my perspective as a first-person researcher, I 

gave attention to the changing affective states of doing research, and my conflicted feelings.  

This led me to look for an analysis method, where I engaged in critique using a methodology 

driven by theory that might respond to sense in the affective state. 

I experienced conflict in the research because my objective goals were buffeted about by 

ethical concerns of honestly upholding my views among participants’ differently constructed 

social values.  I was learning that dissonance is an important part of critical reflective research, 

yet I wanted to be comfortable “in a productive and mutually emancipatory dialogue with 

difference, diversity, and incongruity in each event” (Torbert & Taylor, 2008, p. 240).  I 

developed a dialogue with dissonance and incongruity as part of my first-person research stance 

by finding a theoretical approach to data analysis, which embraced paradox and contradiction.  

Ultimately I engaged the dissonance of perspectives as a valuable source of knowledge which I 

used as a theoretical methodological research tool.  In this approach I also learned to place 

greater value on participants’ extended epistemology and to learn from them.  Through this I 

came to a greater appreciation of cooperative action research (Heron & Reason, 2008), and I 

recognized participants as “co-researchers and co-subjects” (Reason & Bradbury, 2008, p. 234).  

I refer to my use of critically reflective and cooperative action research as critical cooperative 

action research or C2AR  
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Validity 

Integrating aspects of both cooperative and critical action research contributed to 

anticipated outcomes in IG learning and PB education. The validity of action research can be 

assessed for promoting growth in terms of human development (Torbert & Taylor, 2008), which 

coincides with the goals of IG learning.  The goal of critical PB education to engage in critical 

reflection can be assessed by what Torbert (2006) suggests is part of analyzing the action of the 

research for “constructive objectivity, compassionate intersubjectivity, and critical subjectivity” 

(p. 1).  This research indicates that the C2AR method is a valid means to study the entwined 

topics of place and age, because participants constructed a unit of study based on objectivity, 

demonstrated compassionate intersubjectivity in relaying experiences with older artists, and 

critiqued their own views of place.  The nature of this action research lent itself to the 

development of intersubjective relationships between myself and the coparticipants, between the 

coparticipants and the artists, and the participants and the wider community.  Participants 

demonstrated critical subjectivity in reflections about place, in which they reassessed 

perspectives I had challenged.   

Action research also offers the opportunity for triangulation, just as in other forms of 

qualitative research, through the transformative personal and social experiences of action 

research in “three domains: the domain of the objective, instrumental results; the domain of the 

intersubjective, ethical and political interactions; and the domain of the subjective, aesthetic and 

spiritual disciplines” (Wilber, in Torbert & Taylor, 2008, p. 240).  The findings demonstrate 

development in all three domains. 
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Narrative Analysis 

The challenge of action research in producing new knowledge is to show the path and 

connections of inquiry between the researchers and the subject of inquiry that leads to 

conclusions (Sumara & Carson, 1997).  Narrative writing provides a link between the action and 

the meaning by mapping out interpretive paths and makes meaning of experience by providing 

the link between the participants’ experiences of the action research and explicating a meaning 

(Clandinin & Connelly, 2000).  This narrative presents the data as reconstructed into interpretive 

and analytical research texts, in order to find meaning and social significance (Clandinin & 

Connelly, 2000).  I used narrative inquiry for the data analysis and developed a methodology that 

incorporated the theory and ontology of Deleuze LOS, because its focus on understanding 

paradox and contradictions served as theoretical guideposts to making sense of the events of the 

research.  In the narrative I show coresearchers’ learning about place and curriculum and how I 

came to understanding concepts of experiences of place and age, by creating a methodology of 

analysis based on an ontology.  My discovery of LOS led me look at the research data 

differently. 

Using C2AR as a method of research complicated data analysis in consideration of  both 

critical issues and cooperative experiences.  By recognizing the value of experiential learning, 

noted in cooperative action research’s extended epistemology, and exploring critical issues that 

arose, I needed a methodology to analyze all types of participant data in the narrative.  I searched 

for a way to decenter myself as subject while concurrently recognizing my first-person critical 

voice and honoring the cooperative aspects of listening, and the spiral of change which happens 

through the action and reflection of the research.  My narrative methodology utilizes a theory-

based approach, and illuminates the action and changes that took place in the research, which 
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shows the depth of discovery and the breadth of experience in participants’ action research 

(Pushor & Clandinin, 2009).   

The narrative typically re-tells important events through stories using devices of setting, 

plot, and activities (Creswell, 2009).  Clandinin and Connelly (2000) developed a metaphorical 

3-dimensional space for developing narrative from data.  Based on Dewey's (1938/1997) concept 

of experience, it considers the social and personal (interaction), the temporal (continuity), and 

combines it with the notion of place (situation).  I wrote a traditional narrative initially, using the 

present tense to intensify my experiences of social interactions and situations presented, pointing 

to questions and paradoxes inherent in the event.  Writing the narrative in this manner was a way 

to bring together the salient events of the action research and ask questions and point out 

paradoxes.  After writing my first narrative, I paused.  I felt a need to disrupt the narrative, to 

allow a different way of responding to the affective nature of the events.  This is what I would 

later identify as sense.  The disruption, led to opening up the research, and marked a shift to an 

ontological approach to theorizing the data.    

According to Clandinin and Connelly (2000) good narrative research texts are “grand 

contraptions, built on multiple, fluid foundations and formed into ambiguous shapes that may 

ring more or less, crisp and clear as one thing from one vantage point and the other from another 

vantage point” (p. 154).  My narratives creates these ambiguous shapes by presenting the 

interaction of multiple voices which produced unique views of place and events, part of Dewey’s 

situation (Semetsky, 2006).  I disregard the flow of time in the narrative to open it up to 

discussion of concepts, and in using a new understanding of Deleuzian ontology, time became a 

concept to explore theoretically.  
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As I revisited the events of the workshops, I looked at events within the narrative that 

gave me pause which I later came to identify as sense.  This use of theory in narrative analysis 

does not depend on the subjective confessional aspect of narrative but instead depends on 

playing with language to upset standard ways of viewing facts, and invites changing perspectives 

through concept development.  This creative narrative takes risks by producing dissonance 

through parallel presentation of divergent views in order to produce new ways of seeing things, 

or to create sense.  I used Deleuze’s (1990) LOS to reflect on experiences in reaction to the sense 

produced, which opens up the discussion to other voices and different perspectives.   

 

Deleuzian Theory as Data Analysis 

LOS offered ways to use the data to rearrange the relation of people’s interactions within 

the situations of events, disregarding linear time, yet reconsidering time as an agent of 

movement, which allows for reconsideration of the event in retrospect.  Other aspects of time 

including memory and a place’s past became themes in this analysis which explored the research 

questions using participant data based on art and stories.  My research questions evolved as I 

explored how participants might gain a broader view of place through older artists shared stories, 

by understanding how memory brings a place’s past forward and actualizes a virtual past.  A 

different understanding of time through the concept of duration led me to rethink how sharing 

memories can enliven place by bringing the virtual past into the actual experience of place.  In 

this way I moved the events from the field of practice to the field of research, in a process of 

storytelling, interpretation, and analysis, which deconstructed the events, and allowed me to 

ultimately put together my own story using a post-structural approach which permits its novel 

reading (Czarniawska-Joerges, 2004).   
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I found a theoretical framework in LOS, which makes data work to reveal meanings of 

affective experiences of sense, and through this I found data revealing contending ideologies. 

This Deleuzian poststructural approach looks at what the texts do, rather than what they appear 

to say (Czarniawska-Joerges, B. 2004).  I used theory as an analytical tool to work with the 

context-embedded data, to disallow preconceptions to distort the “logic of evidence” (Lather, in 

Keifer-Boyd, p.199), which in this research was the logic of sense.  I reassessed aspects of 

narrative research in which stories of experience emerge, and instead, considered first the 

experience, or the sense of the event, as valuable to reflect upon (Boulton-Funke, 2015).  In the 

following chapter, I offer my exploration into Deleuze’s ontology and LOS which ground this 

theoretical narrative analysis, which led to an analysis of how memory and experience actualize 

the virtual past in PB and IG learning.   
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CHAPTER 4  

THEORY  

What do we carry away from conversations, discussions, situations, and encounters?  

Deleuze would hope we take away a sense that allows for development of concepts that support 

ethical living.  If an encounter is worth reconsidering, it is an event.  Sense and event are two 

common words that have a very particular meaning in Deleuzian philosophy.  In Deleuze, sense 

is that which is expressed.  It is prior to thought, and grounds thought.  Sense is something that 

dispassionately happens and is brought to life through language.  It happens in relation to events 

and as those events are organized, they mark our virtual2 becoming. 

 

Using Deleuze’s Logic of Sense as Theory in Analysis  

Logic of Sense (Deleuze, 1969/1990) establishes a unique aspect of language found in 

modern literature, which illuminates major aspects of his philosophy. He sees experience of the 

world as a set of events that co-exists with a particular event that together form a serial or logical 

concept of the world (Due, 2007).  Through discussions of literature and philosophy he affirms 

the primacy of concept development as philosopher’s work, and invites us to join in pursuit 

through various contemplative forms. He builds on ideas of ancient Stoic philosophers and 

challenges Platonism.  Platonism’s basis is Plato’s theory of ideal Forms3. Platonism has nearly 

unrivaled influence on Western philosophy and culture, which is woven into Christian theology 

and many modern ways of thinking and talking about the world (Collinson, 1988). Deleuze 

                                                 
2 Virtual in Deleuze is not actual, but is nonetheless real. 
3 In Plato’s theory of Ideas or Forms, he posits the existence of a realm of perfect Forms that are eternal, unchanging 
and able to be known by the intellect and which positions the material world as model, copy or imitation (Collinson, 
1988, p. 19). 
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challenges Platonism with the logic of Plato’s contemporaries, the Stoics, who held more 

materialistic views. 

Deleuze’s creative philosophy discusses the primacy of sense in becoming, questions the 

privileging of logic, elevates the status of simulacrum, and endows event with consequence by 

reconsidering time and exploring its structure.  To this end, Logic of Sense (LOS) builds on 

modern literature, as well as ancient philosophy.  Deleuze uses modern literature to show how 

language produces sense, contributes to pure event, enables becoming, and utilizes non-linear 

time.  I employ writing in my analysis of the action research to do the same.  In LOS, Deleuze 

employs Lewis Carroll’s (1898/1920) texts to show how he challenge notions of space, time, and 

identity, and to show how sense is produced through paradox and nonsense.   

The ontology of Deleuze is radically different from other modern philosophers and offers 

a different way of looking at living.  He asks us to reconsider the concept of being and consider 

life as a “becoming”, a constant folding and unfolding of the substance of being.  He asks us to 

reconsider our notion of living in linear time and instead, share in a virtual past alive in all of us.  

Living presents us with multiple opportunities of becoming and a future open to multiple 

possibilities.  He values thought over knowledge and asks us to partake in his ontology by 

creating concepts that develop thoughts into tools for living (T. May, 2005).  LOS is a part of 

Deleuze’s evolving philosophy, with later texts representing a succession of experiments in 

philosophy, and where concepts and issues are reworked from different angles (Patton, 2009).  

LOS offers detailed and creative ways to view events through language, with useful references to 

classical philosophy which marks Deleuze’s radical thinking 

Understanding the significance of sense and event in this philosophy necessitates a 

familiarization with Deleuze’s ontology.  The following section summarizes his ontology and 
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grounds the concepts of sense, event, simulacrum and duration, which form the basis of my 

narrative analysis.  It gives an overview of how one might approach Deleuze’s scholarship and 

develops three key theories that underlie all of Deleuze ontology: immanence, duration and 

affirmation of difference. 

 

Deleuze’s Ontology 

Giles Deleuze built his ontology through engagement with multiple philosophers from 

historical and contemporary Western Europe (Khalfa & Deleuze, 2003; T. May, 2005).  In early 

works, Deleuze based his research on counter-historical study and his inventive rethinking of 

historical philosophy challenges conventional reading of philosophy (Hardt, 1993).  Hardt (1993) 

recommends several principles to better appreciate Deleuze’s scholarship and radical departure 

from other ontologies.  They are as follows: 

Deleuze analyzes historical philosophy to form his own ideas (Hardt, 1993).  Early on 

Deleuze engaged with the philosophy of Spinoza, Bergson and Nietzsche, each in a unique text, 

and from these three developed his own unique ontology.  T. May (2005) points out that Deleuze 

is different from post-structural philosophers who rejected ontology outright, like Foucault and 

Derrida.  Foucault felt that much in our lives that we consider fact is historically constructed and 

contingent, whereas, Derrida found many of the constraints we live with, established in the 

structure of language and categories of experiences, are really fluid and woven together (T. May, 

2005).  Both Foucault and Derrida rejected the project of ontology, because of the limitations of 

the historical constructs or permeable linguistic term mentioned above, whereas Deleuze in 

Logic of Sense explores how language can be used to show paradox and build new concepts free 

of prior assignation. 
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Deleuze’s lifework is philosophy, and it should be read that way (Hardt, 1995).  Logic of 

Sense engages in discussions with biology, mathematics, psychology, art and music, but 

literature is his main tool to work out ideas which ground his theory.  Although his work can be 

read as a rejection of Western philosophy, his direct references to it and the coherence of his 

arguments remain highly logical and ontological (Hardt, 2005).  Deleuze attacks some elements 

of Western metaphysical4 traditions while affirming others, sometimes within the same 

philosopher’s work (T. May, 2005).   

In developing his ontology, Deleuze engages with Nietzsche’s reversal of Platonism, 

studies Plato’s ideal Forms, and interprets it in a manner that rethinks simulacrum.  For instance, 

in Logic of Sense, Deleuze challenges Platonism, yet credits Plato for theorizing the ideal Forms 

and copies leading toward the legitimizing of simulacrum. 

Plato discovers, in the flash of an instant, that the simulacrum is not simply a false copy, 
but that it places in question the very notations of copy and model . . . Was it not Plato 
himself who pointed out the direction for the reversal of Platonism?  (LOS, p. 256) 
 
Deleuze reads philosophy and builds theory based on his selective interpretations of ideas 

presented (Hardt, 1995).  Deleuze prefers to discuss other philosophies, rather than to argue (T. 

May, 2005).  LOS is an example of Deleuze’s strength in assimilating multiple sources for 

concept development.  Deleuze engages Plato, the Stoics and Nietzsche’s work multiple times in 

LOS.  In earlier study, Deleuze chose parts of Nietzsche which allowed him to flesh out his 

theory of affirmation of difference.  In studying Bergson, a modern philosopher from the last 

century, Deleuze discovers duration as a way to conceive of time as enabling a clearer definition 

of difference, by defining time differently.  Finally, Deleuze complete the trio of thinkers that 

                                                 
4 Metaphysical studies generally seek to explain inherent or universal elements of reality which are not easily 
discovered or experienced in our everyday life.  It explains the features of reality that exist beyond the physical 
world and our immediate senses (PBS, n.d.).  
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inform the basic tenets of his ontology in Spinoza, a 17th C. philosopher and contemporary of 

Descartes.  Spinoza’s theory, that there is only one substance of which everything is made, and 

that it is God, challenged transcendence, the idea that there is something beyond the material 

universe (Collinson, 1987).  Looking at the ideas drawn from these three thinkers, Deleuze 

established his ontology. 

 

Immanence  

Deleuze embraces the work of Spinoza, adapting his theory, and theorizing that 

everything shares in immanence.  Immanence denies that there are two separate substances, one 

superior to the other, so the notion of emanation and the superiority of the Judeo-Christian God, 

as well as the Ideal forms of Plato are rejected.  Deleuze’s theory of immanence rejects 

commonly held beliefs like creation, because creation expresses ontology as transcendent (T. 

May, 2005).  Instead, in Deleuze's ontology immanence comes from one substance, which 

powers the expression of life. 

Published the year before Logic of Sense, Deleuze put forth the tenets of an ontology of 

immanence in Expressionism in Philosophy: Spinoza.  The belief in univocity of substance, 

immanence, and expression rejects separating being into God and other natural kinds, and opens 

up the horizon of thought to fluidity, with its resistance to classification (T. May, 2005).  

Deleuze’s immanence is based on the idea that all things are differentiated substance.  An 

example of the univocity of substance is to think of substance as the square paper used in 

Origami, while changing in its attributes and modes, as a crane, a frog, a box, a cup, it remains 

the same paper throughout (T. May, 2005).   
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Through Spinoza, Deleuze finds the way to close an ontological gap that allows for a 

superior creator to transcend, by affirming the one univocal Being of which we are all a part (T. 

May, 2005).  Deleuze takes Spinoza’s theory of immanence further by developing the concept of 

difference in Difference and Repetition (1968).  The univocal Being means there is a univocity of 

Being, and difference is the expression of it, seen in its multiplicity.  Univocity of Being does not 

mean there is one voice, but that all take part in the same Being.  Deleuze describes it as,  

The ultimate form for all of the forms which remain disjointed in it, but which brings 
about the resonance and the ramification of their disjunction.  The univocity of Being 
merges with the positive use of the disjunctive synthesis which is the highest affirmation. 
(LOS p. 179-180)   
 

The disjunctive synthesis is the creation of improbable combinations, which will be shown to 

form sense as the result of nonsense and paradox.  

Logic of Sense gives multiple examples of experiences of univocity.  Deleuze identifies it 

as “the noematic attribute and that which is expressed linguistically—event and sense” (LOS, p. 

180).  At the core of LOS is univocity’s thoughtful attribute, expressed through language as 

recognition of the significance of what happens to us, the event.  The substance of all being is 

one and indivisible, yet differentiates itself through an expression in attributes and modes.  

Deleuze prefers difference over identity.  LOS plays with this concept through the character of 

Lewis Carroll’s Alice in Wonderland (1898/1920).  Alice’s becoming is played out as she loses 

her identity.  She differentiates in size and scale, and her characteristics become unstable.  These 

differences for Alice are multiple becomings (T. May, 2005; Patton, 2009).  Deleuze troubles 

representation and subjectivity using Alice’s compromised identity which is challenged through 

physical changes and recognition.  

Immanence is understanding reality not as it appears through experience, but as it unfolds 

in its genesis, whereas representation is understanding how the world represents itself through 
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everyday experience (Due, 2007).  LOS uses modern literature for representations of immanence 

through its use of the decentered subject.  Deleuze refers to the mind before thought as the 

embryonic subject, in its multiplicity of perceptions, not yet organized into a self, so our image 

of self is formed as a distinct subject through our minds' experiences (Colebrook, 2002). Deleuze 

considers this subject, or our subjectivity as part of the composition of events, what happens to 

us, but subordinate to the external cosmological5 standpoint, (Due, 2007).   

T. May (2005) sees Deleuze’s major contribution to philosophy as showing how concept 

development can be each person’s creative act.  When the small philosopher in each of us takes 

time to think through an issue, and build on common sense and good sense, through ordinal and 

intensive thinking: ordering, linking and feeling, and being affected by ideas; our thoughts 

become separate from us, an experience that transcends to the plane of immanence (Deleuze and 

Guatarri, in Colebrook, 2002).  The plane of immanence is part of Deleuze’s future 

geophilosophy that gives a place name to concepts that function philosophically.  

Semetsky (2006) points out Deleuze’s concept shares similarities with Dewey’s 

qualitative whole, as both embody aesthetic and emotional accords with the product of an 

intellectual activity, which can be seen in terms of a cinematic image, or musical composition, or 

an artistic creation, rather than a statement or a proposition.  Deleuze compares the work of the 

painter with that of the philosopher as follows: 

A painter is someone who creates in the domain of lines and colors.  Likewise a 
philosopher is someone who creates in the domain of concepts, someone who invents 
new concepts reacts with ordinary life, with ordinary or everyday fluxes of thought. 
(Deleuze, original French, translated in Semetsky p. 76-77) 
 

                                                 
5 Cosmological standpoint considers the nature of things through the study of the physical universe and its 
interaction with the critical reasoning of philosophy (Collinson, 1988, p. 165). 
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Deleuze draws parallels between the work of the philosopher and artist’s concept 

development that comes from and are a part of life experience (Buchanan, 2000; Colebrook, 

2002).   

 

The Plane of Immanence 

In lieu of transcendence, the plane of immanence is Deleuze’s’ temple.  It is where 

concept building takes place, which is where Deleuze sees our opportunities for creative growth.  

Buchanan (2000) says the plane of immanence “is the creation of a context in which competing 

voices can function as perspectives on a particular problem. In effect, it is the presupposition of a 

form of expression into which concepts can insert themselves as a form of content” (p. 57).  The 

plane of immanence is like the theater for concepts to speak in, with the actors bringing the 

concepts to life.  Concepts are referred to as abstract machines in later Deleuze, and the plane of 

immanence is like the earth from which clay is cut by the blade of the abstract machine 

(Buchanan, 2000). 

Colebrook (2002) calls the plane of immanence a pure flow of life and perception without 

any distinct perceivers, an “outside or ‘prephilosophical’ element in any philosophy” (p. 77).  

The plane of immanence is a concept that Deleuze and Guatarri flesh out in later works, but in 

LOS structures define a plane’s edges and flat surfaces.  Deleuze takes advantage of Carroll’s 

(1898/1920) settings: interior, subterranean, flattened, and mirrored; to create discursive spaces 

of curtain edges, crystal faces, mirrors, and flattened horizontal surfaces.  The surface with 

limitless width is the primary discursive space, favored over depth.  The plane of immanence 

stands “between us and chaos” (Buchanan, 2000, p. 76).  The work of F. Scott Fitzgerald and 

James Joyce are important in LOS as Deleuze writes about the wound, the crack, and “the edge 
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of emotion where each consciousness has to configure its own survival" (p. 135).  He refers to 

the abyss and its tempting darkness, beyond the implied plane of immanence, which bedevils 

such writers. 

 

Ethical Empiricism in LOS 

Deleuze’s plane of immanence is the ethical place where analysis takes place, beyond 

experience, and beyond and independent of the created world.  According to Colebrook (2002) 

Deleuze’s concept formation is not dependent on an image of transcendent experience, that is, 

formed from the outside, or set above the other, but rather understands experience as emanating 

from a flow of multiple experiences and differentiation.  The primacy of experience over 

idealism in his philosophy is a form of empiricism (Colebrook, 2002).   

Logic of Sense credits the Stoics6 and their ethics as inspiring ethical practice.  Concept 

development is the vocation of the philosopher, and was the life style of the Stoics, but 

developing concepts and thinking broadly is possible for everyone (Buchanan, 2000).  

Conceptualizing is ethical behavior, and the concepts developed answer Deleuze’s modern 

philosophical question of "How might one live?"(T. May, 2005).  Deleuze provides motivation 

to respond to this question, and to understand how his philosophy works through LOS, which 

provides a foundation in his transcendental empiricist7 ethics.  “Either ethics makes no sense at 

all, or this is what it means and has nothing else to say: not to be unworthy of what happens to 

                                                 
6 The Stoics believed our distinct and uniquely human capacity is reason. Their determinism dictated that the nature 
of the world is identical to fate. Stoic ethics thus dictates by living in agreement with nature, they conform their will 
to the sequence of events that are fated to occur in the rationally constituted universe (Internet Encyclopedia of 
Philosophy, n.d.). 
7 Deleuze’s transcendental empiricism is the paradoxical coupling of opposites (transcendental, relating to the non-
physical world, and empirical-based on experience) points toward a field of experience beyond (or, rather, beneath) 
the experience of constituted or perceived reality (Zizek, p. 4-5). 
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us” (LOS, p. 149).  This is why Deleuze’s event is important, because what happens to us in real 

time, inheres within us for later contemplation.  Deleuze uses literature to show examples of 

people who have taken a Stoic approach of acceptance in understanding events from a 

conceptual perspective.  He admires writers who embrace individual engagement with events, 

which background personal struggles (Williams, 2008). 

Logic of Sense confirms that writers who create concepts, and participate in the plane of 

immanence, are working ethically (Colebrook, 2002).  He points to modern writers like Virginia 

Wolff, and Marcel Proust, to show how good literature creates a fascinating character as an 

assemblage of characteristics, which carry not just personality, but texture, color, history, social 

formations, and more (Colebrook, 2002). The characters’ diverse effects create a highly specific 

flow of experience, while the events and histories form the characters (Colebrook, 2002).  

Deleuze admires the writers’ ability to demonstrate immanence in the unfolding of difference 

through events.  Event encompasses identity and characters realize the pure event on the plane of 

immanence.  My research participants are the characters in my narrative who participate in 

creating the texture of the narrative and create the pure event through reflecting ideas on the 

plane of immanence.  

 

Difference and Identity 

T. May (2005) explains that Deleuze creates concepts and links them with other concepts 

on the plane of immanence so they resonate together.  T. May uses the trope of a doctor’s 

palpating hand, searching a patient for abnormalities, to describe how Deleuze’s concepts work.  

He suggests concepts palpate underlying differences, both distant and intimate.  Deleuze’s 

philosophy moves underneath the stable world of identities to a more complex world defined by 
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difference.  In contrast to a dogmatic image of thought, which gives primacy to identification, 

Deleuze’s being is about understanding difference. To confuse being with identity is to confuse 

the virtual with the actual (T. May 2005).  The virtual is real, but not actual.  Deleuze refers to 

Marcel Proust’s literature who elegantly explains "real without being actual, ideal without being 

abstract” (Proust in LOS).  Being is virtual; Deleuze would call it genetic, meaning it has the 

potential to be actual, to unfold into the present.  Being carries difference coiled within, like a 

genetic code to be unfolded or to become (T. May, 2005).  Identity is considered actual and 

static.  

Deleuze favors thought over knowledge.  Knowledge seeks the recognition and 

understanding of identities, whereas, thought moves from the known to the different (Semetsky, 

2006).  Deleuze eschews knowledge and conceptual stability in identity, and instead asks us to 

look for difference.  A concept moves us beyond what we know, to think how we might extend 

experience or experience things differently.  Rather than put difference into categories of 

representation, Deleuze goal is to give voice to difference (T. May, 2005).  One of the ways 

Deleuze ensconces difference in his ontology is to give it the attribute of the eternal return, a 

concept developed by Nietzsche.  Nietzsche’s eternal return literally meant that the same things 

will happen again and again over the course of time, but Deleuze changes it by saying it is 

difference that will eternally repeat itself.  Deleuze agrees with Nietzsche that only difference 

returns, and never sameness (Williams, 2008). 

 

Being and Becoming 

Deleuze’s adoption of Nietzsche’s eternal return disrupts traditional philosophy by 

placing becoming over being (T. May, 2005).  In traditional philosophy, being is associated with 
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nature, or God, while becoming is ephemeral, and passing.  Becoming is illusory.  Deleuze’s 

Nietzsche and Philosophy (1962) confirms, that in becoming there is no enduring being, but 

virtual difference in multiplicity (T. May, 2005).  This is a radical idea that places our being in 

the realm of virtual, and the operative state is becoming (Žižek, 2004).  Deleuze begins LOS 

with an explanation of the paradox of becoming.  “Becoming does not tolerate the separation or 

the distinction of before and after, or of past and future.  It pertains to the essence of becoming to 

move and to pull in both directions at once” (p. 1).  It is neither physical, nor purely in the 

present, and includes both the virtual and the actual.  Being is of the present with past and future 

as its incomplete modes, but becoming without being means that one could skip the present—it 

never “actually occurs,” it is “always forthcoming and already past” (LOS, p. 80) and as such, 

pure becoming “suspends sequentiality and directionality” (Zizek, 2004,  p. 9).  Becoming as a 

physical process is seen in the freezing and melting point of water, 0 degrees Celsius. The critical 

point of temperature which water passes through has a direction, whereas, in pure becoming 

without a physical aspect, the passage is pure, neutral, and symmetrical (Zizek, 2004).  

Becoming is developed by a process in which any given multiplicity, such as a person or group, 

changes in nature as it expand its connections (Semetsky, 2006).  Unfolding of difference, and 

becoming take place in the present which is troubled in Deleuze’s philosophy and explained 

through his theory of duration.  

 

Duration and Time 

Duration is the third theory in Deleuze’s ontology that makes Deleuze’s thinking 

radically different (T. May, 2005).  Duration is Deleuze’s functional theory of time, which 

suffuses the two previous theories of immanence and difference. "Duration is that which differs 
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in itself” (Deleuze, French translated in T. May, 2005, p. 53).  Deleuze studied and adapted 

Bergson’s philosophy which described time as the necessary element for change and substance 

unfolding (T. May, 2005).   

Bergson's concept of duration which combines the past, present and future uses the image 

of a cone form, to suggest how one’s past is a particular view of the whole ontological past in 

which we all participate (T. May, 2005). In Bergsonism (1966/1988), Deleuze describes the tip 

of Bergson's cone as where each of us contact the surface of the present, in which all beings take 

part. As shown in Figure 3.1, the quadrangle represents the plane of the present. The past AB, 

coexists with the present S.  A’B’ and A”B” mark the accumulation of experiences. As a person 

accumulates experiences, the cone forms sections within the cone of the past, yet “each of these 

sections . . . includes not particular elements of the past, but always the totality of the past” 

(Deleuze, 1988, p. 60).   

Figure 4.1.  Bergson’s cone. Taken from Bergsonism (Deleuze, 1988, p. 60). 

My interpretation is as follows: when we become aware of and interact with the world, 

the cone widens and overlaps with the shared experiences of other beings, connecting us to the 

ontological past.  This shared ontological past is always part of our present.  The metaphor works 

when the linear distance from base to tip is insignificant, and accumulated experiences form the 

volume of the cone (see Figure 4.2.). The future is the inverse cone, which from the point in the 

present can take the possible and actualize it with far reaching effects in the future. 
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Figure 4.2. Einstein’s Light Cone. This version includes the future light cone.  From original 

png. by Stib https://en.wikipedia.org/wiki/File:World_line.svg 
 

Deleuze agreed that time and movement mark the real dynamic of being (Hardt, 1993).  

Time enables substance unfolding, its expression, and therefore immanence. Time is inherent in 

movement and therefore everything has ontological memory.  "It is only to the extent that 

movement is grasped as belonging to things as much as to consciousness that it ceases to be 

confused with psychological duration” (Deleuze, in Bergsonism in T. May, 2005, p. 45).  In 

other words, the past is not just our psychological memory, it is a virtuality and it is shared as 

part of everything’s experience and actualized every moment.  This contrasts the common 

humanistic view of time, which T. May (2005) points out privileges humanity’s “pride of place” 

(p. 45).  Deleuze’s ontology decenters the human, so as not to subordinate all temporality to our 

time table.  

The experience of time by most beings is not linear.  The privileging of linear time is a 

modern and scientific notion. The past, both psychological and ontological, includes the entire 

past and exits as a virtuality, in tandem with the present, which is the actuality of our daily 

existence.   In Deleuze, life, like time, is not a linear progression, “but as a structure of repetition 

and variation” (Due, p. 55).  Bringing the past into the consideration of the future is not reaching 
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back into the past, but realizing the reality of it in the present.  Deleuze says, “The past inheres in 

the present” (LOS, p. 5) and this shift in thinking gains significance as the present is explained in 

more detail.  

 

Logic of Sense and the Paradox of Time 

Deleuze highlights the paradox of time as a valuable entry into understanding the 

concepts of becoming and event.  In Alice the illusory nature of time, space and identity are 

explored in Alice’s becoming. Deleuze explores time using Chronos and Aion, concepts named  

for two ancient Greek myth figures associated with time, Chronos is the present time of the 

event, which “measures the action of bodies and states of affairs” (LOS, p. 6).  It gives a 

historical date to what happens.  Although the present seems to be our lived reality, it is always 

leaving us. It is the split second before our future and just as quickly our past.  It is the tip of the 

cone in Bergson’s model, where each person contacts the surface simultaneously. 

Only the present exists in time and gathers together or absorbs the past and future. But 
only the past and future inhere in time and divide each present infinitely.  These are not 
three successive dimensions, but two simultaneous readings of time. (LOS, p. 5)  
 
In Aion, the past and future are inherent and divide the present infinitely; the present 

exists to “gather incorporeal events at the surface, as effects” and absorbs the past and future 

together (LOS, p. 61).  In Deleuze’s reading of Alice in LOS, the problems caused by the 

contradictions in logic, which views time linearly, are illuminated.  

Past, present and future are not three parts of a single way of understanding time, but 

form two readings of time, each one unique and exclusive of the other (LOS, p. 5).  The 

infinitely subdivisable nature of Aion is the paradox that makes it so useful in LOS, because it is 

“a different order of time . . . in which it retreats and advances in two directions at once, being 



97 

the perpetual object of a double question: What is going to happen?  What has just happened?” 

(Patton, 2009; p. 42).  Aion facilitates thinking about things and finding significance which 

necessitates bringing the past and the future together as equal partners. It is a historical time. This 

is key in understanding one of the most important aspects of LOS, that of event.  Deleuze's two 

readings of time as historical time (Aion) and event time (Chronos), are useful to understanding 

event as two different entities, one is ideal in nature and the other is spatio-temporal (Patton, 

2009).  These two times are incomplete without each other and yet each give a different 

perspective through their shared relation (Williams, 2008).  

 

Implications 

The previous sections lay the foundation for understanding Deleuze’s ontology of 

immanence and duration.  It contests transcendence and replaces it with an image of immanence.  

By showing that difference is immanent to the present and that difference is virtually a part of all 

substance through duration, his ontology invites participation.  Deleuze’s duration is optimistic 

and inspires activism.  Thinking the world temporally, it is more than it seems (T. May, 2005).  

He offers the future as the possible, which mirrors the real, only awaiting action.  Potential 

differences can become actual in new and unfamiliar ways.  Within identities there is the 

potential for difference, and the implications for concepts are inexorably wrapped-up with 

duration.  LOS uses literature to challenge notions of space, time and identity, and to show how 

event is formed from and of sense. 

 

Logic of Sense 

Logic of Sense is the  second text in which Deleuze develops his own philosophy and it 
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provides one of the best detailed accounts of the incorporeal realm of becoming and the pure 

event to be found anywhere in Deleuze (Patton, 2009). Imbert (2003) calls LOS a collage that 

uses, when necessary and where pertinent, all the intellectual implements gathered from 

Deleuze’s past as a historian of philosophy.   

In Logic of Sense Deleuze experiments with writing philosophy creatively and 

diagrammatically.  He uses structure-building words, like series to help us think about large 

abstract ideas.  Series is an important term used to explain how Deleuze’s theory works.  Events 

run through series, transforming them and altering relations of sense.  Series provide the 

structure that connects events together and refer to constructs like being and language (Williams, 

2008, T. May 2005).  For instance, the interaction of a person and language together form the 

series of speech.  Language is the functional basis of LOS and its focus on literature (Williams, 

2008).  LOS offers a logical or serial concept of the world as a set of events that coexists with 

any other set of events (Due, 2007). 

By using movement of bodies or states of affairs through events, Deleuze creates images 

of philosophy.  Rather than a timeline, conceptual classification, or narrative, Deleuze sets up 

event-driven and event-creating movement in bringing series together (Williams, 2008).  LOS 

speaks diagrammatically using series, decentered points, metaphysical abstract lines, and 

surfaces, all which exhibit movement to convey displacement and change.   

 

Events, Common and Pure 

The opening sentence of LOS refers to Alice’s adventures as "a category of very special 

things: events, pure events" (p. 1).  The statement seems straight forward, yet it contains 

contradictions, and hints at why Deleuze engages Carroll’s work (Williams, 2008).  It states the 
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reverse of a Deleuzian tenet, which avoids categories and outright statements of fact and raises 

questions leaving us to wonder what separates a common event from the rarified event.  The 

second chapter, or series, titled Paradoxes of Surface Effect, follows with an explanation of how 

the pure event is formed.  The explanation of the ‘pure event’ is found within the paradox of the 

quotidian term, surface effect.  A paradox is a statement that apparently contradicts itself and yet 

might be true (Webster.com) and in this case, pure event is a significant surface effect.  One 

needs to read LOS as if puzzling out an abstract problem.  We learn later, surface is an important 

term; signifying where operations of sense take place, whereas, effects and events become 

equivalents.  Deleuze explains events, 

We cannot say that they exist, but rather that they subsist or inhere. . .  They are not 
substantives or adjectives but verbs.  They are neither agents nor patients, but results of 
actions and passions.  They are "impassive" entities—impassive results . . . Yet, what is 
more intimate or essential to bodies than events such as growing, becoming smaller, or 
being cut?  (LOS, p. 5) 
 
Deleuze is referring to events in Alice’s adventures, “growing and becoming smaller, 

being cut”, the latter originating in Stoic philosophy referring to the material nature of 

experience.  Both texts contribute to defining the event.  Alice’s growing smaller and larger have 

to do with her becoming.  Carroll’s work examines the difference between event, things, and 

states of affairs.  Deleuze is looking for the “possibility of language” that best expresses the 

“essential relation” between these events and language (LOS, p. 12).  

 

Alice’s Becoming through Paradox and Nonsense 

The work of Lewis Carroll challenges parameters of truth and stability.  Deleuze finds 

Carroll’s upside-down representation of the world produces sense using paradox, nonsense, and 

esoteric words.  Sense funds the experience of pure events and the development of concepts.  
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Language forms contradictions in Lewis Carroll's Alice's Adventures in Wonderland (Alice) 

(1898/1920) and Through the Looking-Glass.  Further discussion will be aided by discussions of 

Stoic and Platonic philosophy regarding nonsense, paradox, and simulacrum, supporting 

Deleuze’s concept of sense, becoming, and event. 

In the story of Alice, she drinks an elixir from a tiny bottle and becoming smaller, she 

then eats the cake hoping to grow larger.  Yet being smaller than before, at the same time 

knowing she might be larger as well, Alice places her hand on her head, knowing she can change 

in both directions at the same time, larger than before, but smaller than she was.  “She ate a little 

bit, and said anxiously to herself ‘Which way?  Which way?’ holding her hand on the top of her 

head to feel which way it was growing” (Carroll, 1898/1920, p. 14).  Alice is moving.  Her 

surroundings are shrinking.  Deleuze explains: 

This is the simultaneity of a becoming whose characteristic is to elude the present. 
Insofar as it eludes the present, becoming does not tolerate the separation or the 
distinction of before and after, or of past and future.  It pertains to the essence of 
becoming to move and to pull in both directions at once. (LOS, p. 1)   
 
Referring to Plato’s text regarding being and becoming, Deleuze shows that good sense 

affirms that in all things there is a determinable sense, or direction.  If good sense is a 

determinable sense, or direction, then in Alice we have paradox, an "affirmation of both senses 

or directions at the same time" in other words, a becoming (LOS, p.1). 

 

Becoming and Identity in LOS 

The concept of becoming challenges other notions of identity and established order that 

are rooted in Platonism.  Deleuze engages Plato’s dualism and Idea in the discussion of Alice’s 

becoming, and further explores the copy and simulacrum. Olkowski (2000) shows how the 

concept of becoming through Alice, challenges the Platonic Idea of order, symmetry, and good 
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sense, and its implicit disregard for a female model.  Deleuze reflects on how Plato’s cave 

required standards of judgment and proportions of correct relation to the sameness of the Idea, 

the proportions of which determine that all images, reflections and reduplications are good 

copies of the Idea.  Olkowski asserts that women are left out of the cave, and without a female 

model, women are left as disempowered simulacrum, yet Deleuze disrupts this foundational lack 

in Western philosophy with his concept of becoming-woman.  Verbal paradox which destroys 

good sense and common sense produces the becoming which Alice undergoes (Olkowski, 2001).  

Through a critique of Platonism Deleuze sees a “secret dualism hidden in sensible and 

material bodies . . . a subterranean dualism” (LOS, p. 2).  The Idea and the model are on the 

surface, as is the copy, whereas, the simulacrum lies underneath, it “eludes the action of the Idea 

and contests both model and copy at once (p.2).  By embracing Alice, Deleuze shows a logical 

formation of the concept of becoming through language that conveys movements and becoming, 

below or behind the Idea.   

 

Simulacrum 

Buchanan (2000) argues that LOS accomplishment of establishing the ethical nature of 

thought is a far greater accomplishment than its overturning of Platonism.  Nonetheless, the 

reversal of Platonism resulted in explaining simulacrum’s place in Deleuze’s ontology. 

Although, Deleuze claimed to have abandoned the concept of simulacrum in later work, the 

notion of “the power of the false” continues throughout his work (Robinson, 2009).  Deleuze 

deals with this ancient dialectic of Platonism in LOS as a useful counterpoint to a discussion of 

the Stoics discussion of the surface of living, or the surface of sense.  Plato’s Ideal forms exist on 

another plane, yet Deleuze’s work is to differentiate that which is accessible as we live.  
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Simulacrum reveals the leveling of the transcendent and the value of the experience of the 

surface (Colebrook, 2002).  Although, Deleuze claimed to have abandoned the concept of 

simulacrum in later work, the notion of “the power of the false” continues throughout his work 

(Robinson, 2009).  Deleuze gives a useful definition of simulacrum within a critique of 

Platonism:   

To reverse Platonism” means to make the simulacrum rise and to affirm their rights 
among icons and copies. . . The simulacrum is not a degraded copy.  It harbors a positive 
power which denies the original, and the copy, the model and the reproduction.  At least 
two divergent series are internalized in the simulacrum—neither can be assigned as the 
original, neither as the copy. (LOS, p. 262, original italics) 
 
When two divergent series are brought together by an element of sense, an effect or event 

is created. This positive power inheres in itself, the simulacrum and has a self-creating power of 

its own.  An example of this is Jeff Koons, Michael Jackson and Bubbles.  The two distinct 

series of fine art and contemporary visual culture are brought together and neither is the original, 

neither is the copy.  Michael Jackson and Bubbles, although physically real, they were a media 

enabled image accepted by the general population, so they are real, collaboratively generated 

images.  Jeff Koons work is a life-size copy in porcelain, but is simulacrum because it has the 

positive power of the false pretender (LOS).  His work uses the fine art model of life size 

sculpture, but in a porcelain media that is usually reserved for kitsch, and he is copying the 

carefully fabricated Michael Jackson image from the 80s. In the case of Koons’ work, 

simulacrum produces a positive sense, based on multiple false truths.  It is the positive power of 

disguise where behind each mask hides another mask (Robinson, 2009). 

Simulacrum can be seen in the postmodern world, which is dominated by copies and 

virtual images, and a culture consisting primarily of the virtual, from television to designer 
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knock- offs (Colebrook, 2002).  This makes an understanding of simulacrum valuable in both the 

material world and in a philosophical sense.  

 

Value of Simulacrum to Bigger Ideas 

Deleuze’s reversal of Platonism brings Platonism’s motivation into the light of day.  The 

motive of the theory of Ideas is based on a will to select and choose. Platonism involves a 

question of distinguishing the thing from the image, the image from the copy, the simulacrum 

from the model.  The Idea is incorporeal perfection, and the model is the physical form, the copy 

is still valid because it carried the idea, similar to a legal trademark, whereas, the simulacrum 

under this definition is a fake.  It is neither model nor copy, the simulacrum resembles.  It is “like 

a false pretender, built upon a dissimilarity, implying an essential perversion or a deviation” 

(LOS, p. 256).  It does not carry the Idea, yet it is what is, and therefore has attribute and effects. 

Deleuze relates an example from the catechism, inspired by Platonism.  Man was made in 

the image and resemblance of God, yet after Adam’s sin, man lost this resemblance, while 

retaining the image.  Man “forsake moral existence in order to enter into aesthetic existence”, 

and therefore all humans are simulacrum (LOS p. 257).  Deleuze noted that according to the 

catechism, we are all perverse or deviations.  His point is to emphasize the demonic character of 

simulacrum within the folly of transcendence.  Rather, simulacra are seen as effects, no less 

powerful than Idea, copy or model and this is because of the immanence of the unfolding of 

difference and of becoming, and for Deleuze, that is where the power of our existence lies, in the 

genetic unfolding of difference.  Deleuze continues, 

The simulacrum is built upon a disparity or upon a difference. It internalizes a 
dissimilarity. . .  If the simulacrum still has a model, it is another model, a model of the 
Other, from which there flows an internalized dissemblance. (LOS, p.268)  
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Off-Brand Can 

Examining simulacrum in contrast to the Idea using an object of popular culture may 

prove instructive in exploring the perplexity of Deleuze’s reasoning.  The off-brand soda pop can 

may copy the text style, graphic or color scheme from a name brand, but the nature of an off-

brand is internalized in the very concept of off-brand.  The name-brand, the real thing, like 

Plato’s model, carries with it history and cultural capital, and the purchaser is buying more than 

something to drink, she is buying brand status. The name brand can is a copy that corresponds to 

the original model of the Ideal, and carries with it all the prestige that branding enables, whereas, 

the off-brand is simulacrum.  In my narrative analysis of the research, I will question authenticity 

and representation and look to Deleuze’s elevation of simulacrum to level the transcendent and 

value the experience (Colebrook, 2002).   

As Deleuze continues to explain the effects of Platonism, he shows how simulacrum 

makes us think outside knowledge and opinion. 

There is always a productive operation in the good copy and, corresponding to this 
operation, a right opinion, if not knowledge.  We see, then, that imitation is destined to 
take on a pejorative sense to the extent that it is now only a simulation that applies to the 
simulacrum and designates only the external and nonproductive effect of resemblance, 
that is, an effect obtained by ruse or subversion. There is no longer even right opinion, 
but rather a sort of ironic encounter which takes the place of a mode of knowledge, an art 
of encounter that is outside knowledge and opinion.  (LOS, p. 258)  
 
Using this theory of simulacrum places me outside my good and common sense and I 

might gain better understanding regarding participants’ art, as well as consider wider social 

implications of imagery that affects our opinions. 

The simulacrum in Platonism would even be stripped of the ability to make claims about 

itself and what it is.  Drinking the off-brand soda may be an ironic encounter, although sweet and 

thirst quenching, it is a simulation of the “real thing” and takes on a pejorative sense because it 
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lacks the cultural capital of brand name.  Its resemblance does not produce status enhancement. 

It produces effect. This encounter may leave the thirst quenched, but without being accorded 

brand status, without its authenticity, there is a nonproductive effect, i.e. lack of status.  

However, Deleuze might say the event needs to be reconsidered outside of given knowledge and 

opinions.  An example of how Deleuze used theory and event in consideration of early 

postmodern art follows.   

 

Deleuze and Pop Art 

The ironic encounter with simulacrum challenges the Idea and invites an encounter that is 

outside the parameters of categories and easy definitions.  Deleuze found the ironic encounter in 

the simulacra of Pop Art to be just such a challenge by recognizing it as an apropos example of 

the virtual.  Andy Warhol’s Campbell soup cans and Brillo Boxes challenge theories of art by 

abandoning the prerequisite that art objects be different from ordinary ones (Barrett, 2011; 

Danto, 1998).  The ordinary object possesses the virtual specialness of art, dependent on art 

theory.  Regarding Pop art, Danto (1998) explains, “It could not have been art fifty years ago. . .  

The world had to be ready for certain things, the artworld no less than the real world” (p. 41).  

He concludes art theories make the artworld. 

Art does not replicate the world, but transforms it through images that are both actual and 

virtual (Colebrook, 2002).  Warhol saw the Brillo Box held the virtual idea of being art, yet 

required art theory to make it actual. The notion of an original or an essence is the effect of the 

simulation, which is the genetic unfolding of difference.  Art is simulacrum by transforming the 

world through images, appearances that “are not grounded on anything but their own becoming” 

(Colebrook, 2002, p. 99).  The simulacrum yields the effect of an original, producing new 
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originals with each performance.  Baudrillard developed an in depth theory of simulacrum and 

believes that the modern world is primarily made up of surface images created by media, with 

little reference to the real (Colebrook, 2002).  Deleuze’s notion of simulacrum differs from 

Baudrillard, embracing the media created image as the real (Colebrook, 2002). 

Feminist theorists have also shared in disrupting Platonism by way of employing 

simulacrum, because of its power to negate: original, copy, model and reproduction, all of which 

represent the male power, enlightenment,  and the subject (Olkowski,).  Olkowski (2001) notes 

that feminist Luce Irigaray’s analysis of women is paralleled by Deleuze, “The simulacrum is 

image without resemblance” (LOS, p. 257).  Colebrook (2002) summarizes Deleuze’s simulacra 

in this way,   “Life is and always has been simulation-- a power of production, creation 

becoming and difference. . . It simulates: becoming other than itself through the very power of a 

life which is always more than itself (Colebrook, 2002, p. 101).  The power of the simulacrum is 

through the virtual, its potential is becoming.  Since Deleuze does not make a distinction 

between the actual world and the virtual, all life is simulacrum (Colebrook, 2002).  Colebrook 

notes that in Deleuze, being comes from “processes of copying, doubling, imaging and 

simulation” making each human a genetic simulation (p. 99).  The affirmation of the power of 

life makes Deleuze’s ontology a positive one.  The immanence of the simulacrum, in its perverse 

and self-generated power is a visual effect that Deleuze saw as parallel to the effect or event 

which inheres in literature.  Although Deleuze claimed to have abandoned the concept of 

simulacrum in later work, the positive power of the false, the disguise where behind each mask 

lies another, continues throughout his work (Robinson, 2009).  Simulacrum is considered in the 

production of sense in art and it is a valuable tool in discussing authenticity. 
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Common Sense and Fixed Identity 

The reversals of sense which make-up Alice's adventures also signify a rupture in her 

identity.  Deleuze cites multiple reversals in the story: of active and passive, "do bats eat cats?" 

or "do cats eat bats?" The many reversals that Alice experiences in the story challenge her savoir, 

her sense of knowing, and this challenges her identity. According to Deleuze, the personal self 

often requires a God and the world in general, as affirmation of being. 

But when substantives and adjectives begin to dissolve, when the names of pause and rest 
are carried away by the verbs of pure becoming and slide into the language of events, all 
identity disappears from the self, the world, and God. (LOS, p .3) 
 
In other words, when the things we know by name and descriptor, which let us rest 

comfortably in our knowledge, no longer work, our identity, is shaken.  Thus, Deleuze asserts 

paradox destroys both good sense as the only direction, and common sense as the affixer of 

identities.  The common sense of our class, race, and culture are called ideologies (Brookfield, 

2005), and Deleuze’s sense challenges these. 

As Carroll plays with our sense of dimension and direction, Deleuze is challenging 

traditional ideas of knowledge.  Alice tumbles into a deep hole, and associates with creatures that 

interpenetrate and co-exist, and later moves to the surface, which flattens as the scene gives way, 

sliding from left to right and right to left (LOS).  Privileging the surface over depth is a recurring 

theme throughout Deleuze’s work.  The subterranean world of Alice and the surface mirrored 

world in the Looking Glass are perfect spaces for Deleuze to show becoming through a world 

operating at a nonsense level.  Deleuze contends it is through language that paradoxes produce 

sense. 
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Sense vs. Representation 

Deleuze overcomes a dogmatic image of thought through sense.  Deleuze solves the 

dilemma of representational language, citing what the Stoics discovered.  “Along with the event: 

sense, the expressed of the proposition, is an incorporeal, complex, and irreducible entity, at the 

surface of things, a pure event which inheres or subsists in the proposition” (LOS, p. 19).  Sense 

is always there, even without speech and before language.  In retrospect, sense brings out the 

significance of events.  Language works as propositions of denotation, manifestation, and 

signification, yet sense adds a fourth dimension to language.  Sense "is what happens at the point 

where language and the world meet" because Deleuze sees both language and being as series of 

differences and speech is what brings them together, as expression (T. May, 2005, p.100). Sense 

is also an attribute that is palpated, in other words felt (T. May, 2005).  Sense means value, 

significance, and even meaning itself (Williams, 2008).  Colebrook (2002) describes the 

transitory nature of sense: 

We might say that sense fills out the gap between a word, the world, the specific use 
made of that word and that to which it refers.  In an isolated instance of meaning, sense is 
what makes this particular meaning meaningful on this occasion. (p. 115) 
 
That is what gives sense it aliquid quality.  Aliquid is a term found in LOS which 

expresses the ephemeral quality of sense. The letter “A” as a prefix denotes not, or is used as an 

intensive (Webster, 1995).  Combined with liquid the term denotes something not quite liquid 

but with the intense qualities of liquid.  Like water, sense is an integral part of existence, 

pervasive, powerful and often unnoticed.  Sense surrounds everything filling in gaps, like water 

flowing, and like a water droplet, it is clear, reflective and perfectly formed yet can evaporate in 

a minute.  With nothing to denote, connote or manifest, opportunities to think about sense can 

disappear, or thought can take over in the form of poetry, literature, or visual art and “answer the 
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event of sense” (Colebrook, 2002, p. 115).  Art, like water, fills the gaps in experience and 

answers the challenge of sense.  

 

Sense and Affect 

Deleuze defines sense as “both the expressible or the expressed of the proposition, and 

the attribute of the state of affairs. It turns one side towards things and one side toward 

propositions” (LOS, p.22, italics included).  In other words, sense is that which has potential to 

be expressed, and is expressed through language or text.  Sense is developed through paradox in 

language as the expression of the difference between two terms: things and propositions, or 

nouns and verbs, or the actions of denoting and expressing.  Yet, Deleuze says it is a part of 

thought. 

As soon as I start thinking, I always suppose that the sense is understood, that it is already 
there. . .  Sense is like the sphere in which I am already established in order to enact 
possible denotations, and even to think their conditions.  Sense is always presupposed as 
soon as I begin to speak; I would not be able to begin without this presupposition . . . I 
never state the sense of what I am saying.  But on the other hand, I can always take the 
sense of what I say as the object of another proposition whose sense, in turn I cannot 
state. (LOS p.28, italics mark a different translation as notes in Williams, 2008) 
 
Deleuze is expressing the enveloping nature of sense, as that which is assumed but often 

inexpressible.  He identifies it as a paradox, the “infinite regress of that which is presupposed” 

(LOS, p. 28).  Semetsky (2006) calls this intuition, necessary for the production of meaning.  

Sense in French is sens, which also translates into meaning (Semetsky, 2006; Williams, 2008). 

Deleuze sees signs in the world as encouraging thought. 

Something in the world forces us to think. This something is an object not of recognition 
but a fundamental "encounter". . . It may be grasped in a range of affective tones: 
wonder, love, hatred, suffering.  In whichever tone, its primary characteristic is that it can 
only be sensed. In this sense, it is opposed to recognition. (Deleuze, 1994, in Semetsky, 
2006, p. 34) 
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Semetsky (2006) connects sense to the affective. Sense is of the affective domain and is 

essential because it produces thought differently.  In the 1960s, the field of educational 

psychology gave the affective domain to the arts disciplines to codify and assess.  Traditional 

pedagogy based on logic misses what is special about the arts.  Deleuze is looking for the 

interaction and the effects between conscious and unconscious moments in manifestations of 

sense (Williams, 2008).  Deleuze notes in the denotation of sense, it is best found when the thing 

referred to is slipping away (Williams, 2008).  In regards to teaching, Deleuze gives several 

instances where the student is better served when the teacher fails to point out the right reference, 

trustworthy manifestation or communicate the exact signification (Williams, 2008).  This is how 

art education serves sense. 

 

Optical Paradox 

Visual language creates sense and optical illusions demonstrate paradox.  The optical 

illusion creates a three-dimensional effect on a two-dimensional surface and a sense between the 

series of line patterns or color arrangements and the series of the person, similar to the series of 

being and language. Patterns of parallel lines vibrate when slightly askew. Juxtaposed hues 

create visual vibrations as colors create simultaneous contrast.  Both are powerful examples of 

how visual paradox creates a sense of excitement, dizziness or unease.  Op Art is based on 

creating sense through a visual paradox.  The visual norm of the world is upset because logic 

tells us one things, “lines are static and do not vibrate” and yet the subjective experience is one 

of vibrations.  A color has a hue that is stable but the visual paradox or nonsense of simultaneous 

contrast creates a new sense in which a hue takes on a different attribute of color in each image, 

where the surrounding color changes, creating a different sense of the same hue.  This sense 
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circulates between the image and the viewer, and is the interaction between visual language and 

the world.  The good sense of perception is hopelessly challenged by stunning trompe-l’oeil 

painting, just as Carroll (1898/1920) reminds us the absent can be just as intriguing, as in the 

smile without the Cheshire cat, and the flame without the candle.  

 

The First Paradox 

Common sense and good sense comes from propositions.  Deleuze argues for the 

extension of language’s logic of proposition by finding sense in a study of paradoxes (Williams, 

2008).  Sense is found most readily in the recognition of paradox.  The aliquid something called 

sense is created when writing or speaking about the world using paradox, or using language to 

show the paradox of being, or when introducing the paradoxical element in series, which brings 

them together.  This sense branches into new thoughts and becoming, and is called the 

disjunctive synthesis of series and can be considered improbable combinations.  

Deleuze discusses paradox through several formal logic systems and puzzles from 

particular logic models included in Carroll’s work.  He uses the paradox of infinite regress, 

mentioned above, also referring to it as “indefinite proliferation” to demonstrate a problem when 

language names sense (LOS, p.28).  In this section from Through the Looking Glass, Deleuze 

demonstrates how the structure of language can set forth impossible events and challenges the 

priority of denotation. 

The Knight announces the title of the song he is going to sing: "The name of the song is 
called 'Haddock's Eyes. 

"Oh, that's the name of the song, is it?"  Alice said, trying to feel interested. 

"No, you don't understand," the Knight said, looking a little vexed.  "That's what the 
name of the song is called.  The name really is 'The Aged Aged Man.  

"Then I ought to have said 'That's what the song is called'?" Alice corrected herself.  
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"No, you oughtn't: that's quite another thing! The song is called 'Ways and Means': but 
that's only what it's called, you know!" 

"Well, what is the song then?" said Alice, who was by this time completely bewildered. 
"I was coming to that”, the Knight said. "The song really is 'A-sitting on a gate'! (LOS, p. 
29).  

T. May (2005) cites Deleuze’s discussion of the song and the naming of the song between  

Alice and the Red Knight, as the chain of the signifier and the signified, which creates a 

nonsensical chain.  The name of the song moves from what it is called, to what its name is, to 

what the song itself is called and in this, the name begins to do double duty, as both being and 

language, in that it is both language and object as language (T. May, 2005).  May explains it is 

the same single piece of language, the name, which is both signified and signifying and in this 

case, the nonsense ramifies the series through what the name of the song is called, to the name of 

the song and so on through the series.  For Deleuze nonsense is important.  It brings the two 

series of language and being together.  Without nonsense, there would only be the world and 

language, the signified and the signifier and non-communication of the two series (T. May, 

2005).  Nonsense connects the two series and creates sense.  The paradoxical element, which 

runs through the series, makes them resonate, communicate, branch out, and exercise command 

over all the repetitions, transformations, and redistribution (LOS).  In other words much more 

happens with sense.  Diagrammatically, nonsense traverses the two parallel series.  It is the 

boundary between propositions and things, language and the world.  In the passage between the 

Red Knight and Alice, nonsense arises from the signified and signifying aspect of the song, and 

it is in the movement through the series that the effect or the sense arises.  

 

Structure of Paradox 

Deleuze often uses diagrammatic language to express his ideas to resist specificity.  A 
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series is a group of differences.  For instance, speech represents bringing together the two series 

of being and language through a paradoxical element that occurs as common to one or both at the 

same time.   

The two heterogeneous series converge toward a paradoxical element, which is their 
‘differentiator’ . . . This element belongs to no series; or rather, it belongs to both series at 
once and never ceases to circulate throughout them.  It has . . . the property of always 
being displaced in relation to itself, of being ‘absent to its own place,’ its own identity, its 
own resemblance, and its own equilibrium (LOS, p.51-52).  
 
Williams (2008) explains the paradoxical agent circulates between the two series and 

never quite fits into one or the other, creating sense from the difference. The paradox’s function 

is to articulate the two series to one another, to reflect them in one another and to make them 

coexist, communicate and ramify (Williams, 2008).  

This paradoxical element[’s]…function is to traverse the heterogeneous series, to 
coordinate them, to make them resonate and converge, but also to ramify them and to 
introduce into each one of them multiple disjunctives . . . The paradoxical element is 
always in disequilibrium to itself. (LOS, p. 66)  
 

Deleuze explains the effect of the paradox is far reaching and doesn’t give itself over to 

true and false understandings, but creates its own sense.  Deleuze says “nonsense enacts a 

donation of sense” (LOS, p. 69).  Series explains how events move in and through structures, 

transforming them and changing sense. 

 

The Cut as Sense Event 

In the second paradox Deleuze answers the first problem of the infinite regress by fixing 

the proposition, “immobilizing it just long enough to extract from it its sense” by bringing out 

the sense in Stoic logic (LOS, p. 31). “In Stoic logic . . . only bodies act and suffer, not the 

incorporeal entities, which are the mere result of action and passions.  This paradox may be 
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called the Stoics paradox.” (p. 31-32).  Deleuze distinguishes between attributes and states of 

affairs in explaining Stoic thought.  Being-cut is an attribute, an effect, not a quality, so, it 

remains on the surface.  It is neutral, neither active nor passive.  It is a fact, an event. It is what 

happens beyond the event of the surface cut that counts.  That is why pure event, becomes 

important. 

According to this paradox, sense is produced through the alteration in the intensity of 

relations of series of infinitives.  The infinitive allows sense to be emergent and break out of a 

circle of denotation, manifestation and signification.  Deleuze distinguishes between attributes 

and states of affair.  Bodies and states of affairs mix it up.  These mixtures determine qualitative 

and quantitative states of affairs, 

 the red iron, the green tree, water in a vase, wine in the ocean, but what we mean by ‘to 
grow,’  ‘to diminish,’  ‘to become green’, ‘to cut’ and ‘to be cut’, etc. is something 
entirely different.  These are no longer states of affairs, –mixtures  . . .  but incorporeal 
events at the surface.  The tree ‘greens’ (LOS, p.6). 
 
 The infinitive carries the action from the moment to the past and future, and the event is 

extended infinitely.  Deleuze calls it an upheaval of Platonism because it replaces the dualism of 

Ideas and models or copies, with a “new dualism of bodies or states of affairs, and, effects or 

incorporeal events” (LOS, p. 6).  In other words, there is the way that things or bodies appear on 

the surface, and the way they measure-up in retrospect.  The Stoics had reasoned,  

bodies with their states, qualities and quantities, assume all the characteristics of 
substance and cause, conversely, the characteristics of the Idea are relegated to the other 
side, that is to this impassive extra-Being which is sterile, inefficacious, and on the 
surface of things: the ideational or the incorporeal can no longer be anything other than 
an “effect”.  (LOS, p. 7, italics included) 
 
The “cut” comes from Stoic philosophy’s view of event in terms of its effect in moral 

attitudes (Williams, 2008).  Williams (2008) discusses the cut as referring to the wounds of life, 

serious life changing events, a factor that makes a given path different in negative and positive 
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ways.  Williams explains wounds are rare events that run their course, subject to problematic 

patterns.  These patterns, the spatio-temporal problematic, explain the how of the event-wound.  

For example, how a divorce unfolds may follow patterns of betrayal, disinterest, or 

estrangement, but the why and where, the significance and the destiny of the divorce only appear 

when the wound is seen on an individuating path, that is, in the individual’s stories it becomes 

event (Williams, 2008).  As the event works through series of other individuating paths of 

people, and cultural structures, the sense of the event can vary.  When an event is worked 

through creatively, in an individuating path, it changes and the path changes (Williams, 2008).  

 

Individuating Path of Event 

Deleuze’s concept works on a large scale as well, because sense’s individuated path takes 

place within shared situations in event driven context.  For example, multiple series that deal 

with life problems on a large scale combine the environment and one other factor, resulting in 

plant mutations, geological shifts, and animal evolutions (Williams, 2008).  Each individuating 

path is implicated in all other paths in an individual way.  The isolation of any one of these as the 

privileged source of either the problem or the solution is necessarily mistaken (Williams, 2008).  

Events, series, individuals, and structures in patterns share interconnected relations.  Williams 

(2008) explains the individual in LOS is always a process of individuating, rather than a singular 

identity.  The individuating process that marks the becoming or the unfolding of difference is the 

expression of identity.  This emergence comes out of singular variations. 

Life is a chain of events, which co-exists with multiple events that are the repetition, and 

variation of themes (Due, 2007).  An event with social implication happens when difference or 

change is introduced in social structures through the variations of a social practice, drawing a 
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group out of the expected pattern. Deleuze creates language for these changes in social patterns 

in later works with Felix Guattari.  Williams (2008) describes how to create sense by combining 

two different associated values with infinitives, such as “to consume-good” and ‘to diminish in 

number-bad.”  Terms of sense need to be able to describe changing relations between value-

terms associated with event.  Then the event resonates through a series, and produces sense and 

the sense in turn changes the event. Williams (2008) explains as follows, 

An event is a two-sided selection, something that runs through a series but that is also 
transformed by it.  Two-sidedness implies resonance, an interaction where the event is 
played out in the series, but also where the series carries and transform the event. (p. 2)  
 
An event is spatio-temporal and incorporeal and each participant (series) transforms the 

event for personal significance.  An event can be played-out among multiple participants, human 

and other, and resonance means the event effects the whole series of participants. 

 

Extinct Mink as Sense Event 

Williams (2008) gives the example of transforming the hunting of mink into an extinction 

event.  An extinction is a neutral event, when considered without value, and sense comes from 

neutral infinitives, set in series.  The environment, consumers, minks, and hunters are neutral and 

interchangeable series.  Imagine placing each entity  on a roulette wheel making different 

positioning possible with infinitives placed on an inner wheel: to consume, to wear, to hunt, or to 

eat.  The spin of time creates new positioning, and juxtaposed words create new senses.  

Consumers wearing mink and the hunter consuming the environment can make an innocuous 

event of fashion into an event of global impact, when the mink actually becomes extinct, the 

sense connected with wearing the fur and with hunting, modify in terms of their internal relation 

(Williams, 2008).  The event creates change, which resonate through the series like a wave 
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pattern, affecting the future.  The components of sense did not change, but the intensities of their 

meaning did.   

 

Simulacrum as Sense Event 

Looking at material bodies and considering how looking at the series of changing 

intensities of meanings can facilitate rethinking events, I return to the earlier example of the 

simulacrum soda, where sense is produced by consideration of the generic in relation to the 

brand-name can.  What are the effects, attributes, or sense production of the simulacrum soda 

and how can they be considered differently?  Using Deleuze’s infinitives for the production of 

sense, consider the following in developing relationships within the series of status-seeking 

youth, the real thing beverage, and the simulacrum: to thirst, to drink, to enjoy, to distinguish, to 

belong, and to consume.  The simulacrum soda choice gives the youth the opportunity to drink 

and to distinguish, yet not to belong to consuming group of the real thing.  For a status-seeking 

youth the series becomes part of a broader event that can lead to multiple interpretations, of 

critiques of culture, of empowerment or lack of empowerment. In my narrative analysis, 

experiences with locally sourced and indigenously inspired art offers similar challenges to 

consider in relation to authenticity. 

 

Pure Event and Time 

Events become more than spatio-temporal happenings as they are mediated through 

language and sense. Considering it as a sense event brings reverberations from the past into the 

future.  Events require interpretation and signification, because of the ambiguous relationship 

with time (Patton, 2009).  Although an event may be noted at a precise date and time, marked by 
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Chronos, the present of the event, the unactualized part of the event takes place in Aion, which 

includes both the past and the future implications of event.  Deleuze speaks of the paradox of the 

pure event, which takes place in Aion in the following,   

 It rather retreats and advances in two directions at once . . . The agonizing aspect of the 
pure event is that it is always and at the same time something which has just happened 
and something about to happen; never something which is happening. The x, with respect 
to which one feels that it just happened, is the object of the 'novella'; and the x which is 
always about to happen, is the object of the 'tale'. The pure event is both tale and novella, 
never an actuality. (LOS, p. 63)   
 
The novella’s question is important to a positive ontology that determines which event 

are important in the sense that they give expression to what has just happened or what a 

becoming is about.  This is pure “eventness”, the event that escapes its own actualization, 

because, although it can be thought from a historical point of view, it cannot be relived and 

instead requires thoughtful new concepts, which allow us to get inside the event (Patton, 2009; p. 

47). 

This reference to two types of literature, the tale and the novella, reflects literature’s 

ability to embody pure event.  Because literature offers ways around the self-conscious subject as 

the center of experience, Deleuze employs modernist narrative literature to expose ethical and 

metaphysical problems that can express a “non-anthropocentric or anti-humanist point of view 

upon subjective experience” (Due, 2007, p. 58).  Through literature Deleuze’s creation of 

concepts and the affirmation of events are illuminated.  The affirmation of events is a response to 

the given through the creation of concepts, an ethical practice (Colebrook, 2002). 

 

The Concept of Shame  

Buchanan (2000) shows in a critical review of Primo Levi’s work how concepts formed 

through producing sense from paradox, utilize Deleuze’s framework.  Buchanan points out that it 
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is the role of philosophy, art, and science to mediate against chaos. The strength of Deleuze’s 

work is to confront the shadows cast by big, often unchallenged ideas, like freedom, truth and 

justice, without resorting to denial, but instead through using a logic of sense, to reconsider 

events beyond ideology and common sense (Buchanan, 2000). 

Deleuze admires the writing of Primo Levi, who recounts the atrocities that befell him, 

and millions of other people at the hands of the Nazi during the Holocaust.  Buchanan (2000) 

explains how Levi counter-actualizes the events of the holocaust and brings forth its sense: 

shame, rather than condemn the event in the light of truth and justice. Buchanan notes that Levi 

wrote in order to fully develop a concept rather than create an evocative impression.  He 

demonstrates in his discussion of Levi that concepts are concise, selective, and intense.  Levi’s 

concept concludes that shame is a part of men and women. Levi produced sense from the 

paradoxes of the internment and in the many paradoxes in the accompanying series of historical 

events (Buchanan, 2000).  In counter-actualizing the event, Levi examines the paradoxes in 

various series of people, and institutions, and thinks through the singularities to theorize an 

important philosophical concept that contributes to greater understanding of our being. 

Buchanan (2000) shows us that extracting sense is the first step in producing a concept, 

which in its final form is an expression of the unity of several, formally selected senses. Their 

collective attributes take on the higher power of concept.  The sense attribution is a positive 

process and facilitates counter-actualization which Deleuze describes as not only accepting what 

happens to us, but being worthy of what happens to us Buchanan (2008). 

Apprehending the wound "in its eternal truth as a pure event . . . to the extent that events 

are actualized in us, they wait for us and invite us in" (LOS, p. 148).  This forms the core of 

Deleuze's ethic, to be worthy of the events that unfold around us.  Stoic philosophy lends a view 
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of such events as worthy of replaying in that we do not deny them, nor the truth they can hold for 

us (Buchanan, 2000). 

 

Critiques of Deleuze 

In critical literature there is wide spread disagreement as to the use of Deleuze’s theories.  

Some critics believe Deleuze offers a metaphysics that seems to only accidently apply to social 

themes, yet others have used it as social theory which refers accidently to more general 

underlying principles. (Due, 2007).  The Logic of Sense has been critiqued for its theory of event 

by Badiou (2009), and praised for establishing the priority of event over substance by Bowden 

(2011).  Grosz (2000) praises Deleuze’s understanding of duration through his reading of 

Bergson, included in The Logic of Sense, for its importance to a feminist activist and future 

oriented reading of the present. Olkowski (2001) argues that Deleuze’s ontology of time and 

change is the foundation for a political theory of action.  I agree because it seems to invite us to 

participate in events beyond the personal.  Through his challenge of good sense and common 

sense, the basis of ideology, Deleuze invites participation in critical theory beginning with the 

experience of the virtual and possible event from multiple perspectives.  Although he built on 

historical philosophy, Deleuze’s philosophical “method is always to construct, under and before 

the layers of history, criticism and interpretation, the problem itself in its own life, as it develops 

in that particular thought or activity” (Khalfa, 2003, p. 5).  His concepts attempt to solve 

problems that often are given over to transcendence (Khalfa, 2003).   

 

Deleuze’s Use in Art Education 

Researchers in education and art education primarily use concepts developed in Deleuze 
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and Guatarri’s (1987) A Thousand Plateaus (ATP).  ATP shares in Deleuze’s ontological 

foundation yet further develops the concepts of becoming and event to serve as a broad critique 

of the socio-political environment.  The concept of the rhizome that Deleuze and Guatarri 

develop in ATP disrupts the traditional ways knowledge and education are represented. It implies 

asymmetrical movement through multiple series and has been adopted as a contemporary 

metaphor for the internet and a decentered style of learning (Cormier, 2008).   

 Garoian (2012)  uses the theory of rhizome assemblage to connect the cultural work of 

the artist team Mayer and Harrison to the environment to support a vision of art education that 

funds global issues of sustainability.  The rhizome assemblage seems to correspond to the work 

of LOS’s disjunctive synthesis, where asymmetrical series are brought together only as a series 

of differences, “together differently” (Williams, 2008, p. 53).  Mayer-Harrison’s work crosses 

disciplines, institutions and cultures, and employs conversation and play to address issues 

surrounding the environment. Gaorian (2012) demonstrates a correspondence between these 

concepts of relational aesthetics and Deleuzogautarrian (DG) theory that includes multiple input 

from diverse perspectives and resistance to closure.  

By drawing parallels between DG ideas and the work of the Harrisons, Gaorian (2012) 

envisions art education embracing the generative space of the rhizome where disparate images, 

ideas, and actions exist contiguously, and move transversally “as multiplicities whose lines of 

flight, one-to-and-through-the-other” deter the creation of a transcendent and unified subject (p. 

288).  As in LOS, DG offers an ontology which neither privileges representing, nor 

representational thinking. The process-oriented practice to discover ways of connecting to 

multiple aspects of the environment, continues to reflect Deleuze’s immanence and LOS’s 

movement through series to produce sense. 
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Deleuzogautarrian theory of rhizomatic assemblage which Gaorian describes as “two-

headed thinking, and “in-between difference and repetition” infers two separate systems which 

resist reconciling and making sense of.  It is the “interstitially of difference and repetition”, that 

ground Gaorian’s thinking when drawing parallels with Harrisons’ work.  Gaorian premises his 

thesis as follows, “the noun, sustainability, constitutes a way of being and thinking differently, 

while the verb, sustaining nullifies its ontological closure by ensuring its processual becoming” 

(p. 287).  In other words, the Harrisons’ project of sustainability is the identified subject, yet 

sustaining their project is part of the practice where participants (including the environment’s 

ecosystem) are included members in a process and therefore, unlike traditional Western art, there 

is no subject, only process. Bringing together disparate elements, through the action of a gerund 

verb, echoes LOS and its disparate series brought together by the relationship of infinitive verbs. 

Mayer-Harrison’s socially engaged work, takes advantage of the sense producing power 

of art, its “irreducible and interminable logic”, to give art educator's new ways to engage with the 

environment through the action within the rhizome assemblage (Gaorian, 2012, p. 285).  LOS 

would refer to this as a disjunctive synthesis of the series of artists and the environment.  

Here, the “discourse of art research and practice with its human-centered understandings 

can be . . . conceded to the biological other, to allow for its complex and contradictory conditions 

and issues of sustainability to emerge as speech” (p. 286).  The sense or significance that Mayer-

Harrison’s relational art introduces adds value or meaning into neutral systems by 

acknowledging the environment has an expressive voice and amplifying it (Williams, 2008).  

Affirming Deleuze’s univocity, Gaorian recommends art educators follow the Mayer-Harrison’s 

lead where the earth and the poly-vocal chorus of nature are given equal consideration. 
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Irwin et al. (2006) build on the metaphor of rhizome as similar to tracing on a map that 

work together to point out gaps in thinking that may not have been noticed before.  The function 

of the rhizome metaphor in Irwin, et al. is to define the space in between reflecting and the 

physical world, where identities are open to change and bodies, place and things are in process of 

unfolding.  

Irwin (2013) uses the rhizome to extend the concept of becoming, to disrupt dueling 

binaries, limited identities, and certainty.  Inventions within processes of her pedagogy and art 

allows reimagining of events that are social, cultural, economic and political. Irwin uses the 

rhizome to explore cartographically the rhizomatic entanglements of these experiments.  Irwin 

(2013) says, "though each line of becoming is situated within a unique event, these lines of 

becoming are always connected, affected by the other, and entangled in lines of multiplicities" 

(p. 200).  The rhizome may have evolved from the movement of series through events found in 

LOS.  The series in LOS are in orderly, parallel lines, which compose events, while in Irwin, the 

lines have morphed into crisscrossing "lines of becoming" involved in events, from Deleuze and 

Guatarri’s (1987) description of the rhizome as a multiplicity of "transversal communications 

between different lines" (p. 11).  

The rhizome has also been used in art education to describe open dialogue and 

collaborative discourse among students in studio critiques (May, 2011), developing a multiple-

layered critical journal of place and experience (Krug & Parker, 2009) and as an alternative to 

diagramming the content of art education (Wilson, 2003). jagodzinski (2010; 2013) critiques 

these as cursory uses of rhizome by simplistically referencing the non-linear quality or the non-

arboreal structure which is a simplification of Deleuze, which does not serve art education.   



124 

jagodzinski (2008) demonstrates an in-depth understanding of Deleuze and makes many 

connections with art, visual culture and art education. jagodzinski develops the idea of virtuality 

of memory using Deleuze’s duration in a critique of reality television. jagodzinski (2007) uses 

the term “ecosophy” to reference an application of Deleuze’s ontology of immanence, in a 

critique of the bottled water industry and the neo-liberal marketing of a natural resource.  He 

recommends teaching ecology in the visual arts curriculum through critiques of visual culture 

and the study of contemporary eco-artists, and by deconstructing market imagery which sells 

bottled water and fear.  Instead, he recommends using the visual imagination and a "synesthetic 

attachment to water" by "becoming water" referencing Deleuze and Guattari's (1987) concept of 

“becoming animal” (p. 359).  In doing so, jagodzinski looks at how eco-artists are reimagining 

life from an inhuman perspective, in this case 'becoming water", influenced by Deleuze theory of 

decentering human perceptions and subjectivity.     

jagodzinski, (2009) suggests art education could move beyond an emphasis in aesthetic 

education and production to a more performative and transformative mode. He suggests 

reorienting emphasis from Kant's aesthetic orientation, or theory of beauty, to utilize Deleuze's 

virtual experience and open-system thinking. He suggests a displacement of Kant's 

transcendental idealism with Deleuze's transcendental empiricism.  jagodzinski posits in doing 

so, art can be defined as event that has a performative and a transformative side, with an 

emphasis on becoming rather than being. Recognizing the temporal in art emphasizes the 

importance of Deleuze’s virtual.  jagodzinski calls this process art-ing, and the performative act 

of becoming sets up an encounter "for a potential event to take place where the potential for 

exposing the flows and intensifications of power enable us to be loosened, healed, or free of 

them. This is an art and its education that is paradoxically power-free"(p. 345).  This theory gives 
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art power over representation and identity which can be misused both by the “designer 

capitalism” (p. 374) and by the “social critique of representational critical art forms historically 

supported primarily by the National Art Education Association’s Social Theory Caucus, where 

resistance and negation are directed at the power circuits of capitalism” (p. 340).  jagodzinski’s 

(2009, 2010) scholarship in art education has utilized Deleuze and Guatarri’s (1987) concept of 

nomadic politics to support his critique of “designer capitalism” of the West.  

 

Using Deleuze 

For the purpose of this research, using the changing relations within series and language 

exploration from Deleuze’s early logic will serve the analysis of my narratives well.  These tools 

support the production of sense to understand conflicted aspects of events.    In events I recorded 

in the narrative, I found contradictions, claims to truth that should not go unanalyzed, and hollow 

concepts that required new interpretation. In studying Deleuze’s ontology, I connected to 

concepts that continue to connect to other useful concepts.  My realigning to a Deleuzian 

ontology implies a shift from understanding of a transcendence, and its implied hierarchy and 

logic, to the transcendental, and from linear time to duration, and from being to becoming of 

difference.  This has exciting implications for place-based and intergenerational learning, which I 

explore in the narrative.  

I use the Deleuzian notions of sense, event, simulacrum and duration in an ethical 

practice of writing the event for an exploration of concept.  I utilize Deleuze’s neutral infinitives 

in producing sense in my narratives, looking for clues in the paradox of the stories.  By 

identifying series in the events of my narratives, I identify where there is resonance in events.  

Using the disjunctive synthesis of contrary and paradoxical series, I palpate sense.  I utilize 
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simulacrum and its production of sense to consider the concept of authenticity in art.  All offer a 

means to change intensities of meaning within event, which I develop in the narrative of the 

research (Williams, 2008).  An ethical portrayal of the multiple series that make up the events in 

each story can lead to a discussion with a moral direction that takes into account the multiple 

differences that make up a sense of place. 

The contradictions in my narrative reveal underlying concepts at work that cannot pass 

unanalyzed as the story unfolds.  Nonsense is a foil to the commonsense of ideologies, which 

produce unquestioned ideas and first responses, and reflects and reproduce existing social 

structures (Brookfield, 2005).  Brookfield (2005) says the first sign of an ideology being 

challenged is grumbling about a system.  Moving from a grumbling stage to a creative, active 

stage requires finding the value and significance of the event.  The contradictions in my 

narratives activate a search for sense, and identifying verb infinitives, which express the action 

and the varying intensities among series, in other words the sense of the event, builds concepts 

for useful analysis.  By utilizing sense, I can find concepts to challenge ideologies. 

Deleuze offers this advice about how paradox can function in language as a question: 
We can speak of event only in the context of the problem whose condition they 
determine…If the distribution of singularities corresponding to each series forms fields of 
problem, how are we to characterize the paradoxical elements which runs through the 
series, makes them resonate, communicate and …which exercises command over all … ?  
The [paradoxical] element must itself be defined as the locus of a question” (LOS, p. 56).   
 
In this research, the events are the problems that raise questions.  Stating the paradox as a 

central question, ties together the participants and their situations.  Identifying the sense and 

considering different perspectives of place and time can lead to broader discussions that can 

encompass multiple viewpoints. 
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Challenging Place 

The title of Pride in Place, developed by research participants is troubled by Deleuzian 

metaphysics where time trumps space and where place is constituted by series and events, rather 

than containing them.  According to Deleuze, spaces are secondary to series. Analyzing data 

from Deleuzian perspective is in contrasts to the common humanistic view of time, which T. 

May (2005) points out privileges human “pride of place” (p. 45).  Thinking spatially causes a 

narrowed view of the world, dragged down by its identities and categories, whereas, the world is 

more than it seems when time is thought about differently (T. May, 2005).  Deleuze’s concept of 

duration enriches analysis and guides the way out of a limiting concept of place. 

Lippard (1997) definition of place is landscape plus memory.  The historical and cultural 

memories that place holds are virtual and are attributes which inhere in the present.  Events 

actualize virtual memory.  The power of place comes from the virtual past, which inheres in its 

present.  Place marks the location of the shared ontological and psychological past which 

continues to be alive in the present.  Analyzing how relationships are enhanced by recognition of 

shared places forms this research question.  Bringing awareness of a shared ontological past, 

which inheres in place, through the experience of pure event on the plane of immanence may be 

instructive and bring forth new concepts.  

This research explores influence of place on events, by employing Deleuze’s sense event, 

which moves event beyond the spatio-temporal to that of pure event. A sense of place often 

backgrounds being, and as Bergson notes, space is modal; it is often overlooked as a factor in 

being (Hardt, 1993).  Through discussions of the virtual, the actual and the possible, with the 

research data, branching series will be envisioned in possibilities of multiple events.  In other 
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words, a future place where virtual stories located in a shared past are reassembled to form a pure 

event that creates a new concept of thought for the future. 

 

Ethical Transcendental Empiricism 

In the narrative, I allow for my subjectivity as co-participant and narrator, along with the 

voices of participants, as each story unfolds.  However, in the analysis, I utilize the tools of 

Deleuze’s ethical transcendental empiricism, which offer an alternative by allowing me to 

become the decentered subject.  I will look at events as series brought together through 

contradiction, nonsense and paradox, and seek out sense to reframe events. I undertake an ethical 

empirical approach to forming concepts as they develop from the lived experiences of all the 

beings in my story, those from the past, those from the literature, the voices of the artifact, and 

mostly, the voices of the participants.  

In the narrative I use linguistic tools taken from literature and optimized in The Logic of 

Sense (Deleuze, 1990).  The paradoxes in the narrative generate analysis from which sense is 

produced by bringing together the improbable combinations, or contradictions which arise in the 

story.  Deleuzian analysis tools enable sense production on a philosophical and moral horizon 

rather than presenting the narrative as a literary or aesthetic text (Williams, 2008).  Using 

Deleuze’s “new pragmatic on the structural becoming of texts and event,” I consider the 

structure of the text is “mobile, focused on events” (Williams, 2008, p. 65).  Using this form of 

analysis minimizes limitations of character-centered identity and narrator subjectivity 

(Colebrook, 2002; Williams, 2008) and instead, lends itself to the critical subjectivity of first-

person research (Torbert, 2006).   
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I did palpate my narrative for sense in developing concepts. Empiricism works ethically 

because it can take any social formation, and show how it emerges (Colebrook, 2000). In my 

analysis, rather than begin from an ideal like intergenerational learning and explain it through 

social-psychological terms, I instead charted its emergence through the connection of 

participants and series of events and reflected on how it functions as a concept. In my data 

analysis, by decentering myself as the observer or subject of experience, I acknowledge the 

transcendental nature of the experience and free my analytical self to participate on the plane of 

immanence, to witness the unfolding of difference and becoming, aided by sense produced in art 

and experience of the event.    
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CHAPTER 5  

FINDINGS 

A short narrative which recounts the culminating event of our action research begins this 

chapter.  The story is presented in the present tense in order to recreate my state of mind, my 

inconsistencies and uncertainties, and demonstrate where themes for analysis arose in the 

uncomfortable, unexplainable or unclear (Ely, 2007).  This narrative introduces teacher-

participants and the artists they researched and presented at a summer seminar and I express 

doubts, ask questions and suggest felt tensions within the action research, in an event that was 

actively unfolding.  

Multiple sections which follow in this analysis chapter and the second section consists of 

my first-person analysis and commentary on views of local place, which explored what informed 

art educators’ views in consideration of the local visual culture. The research design considered 

what informed participants’ views of place, in addition to what they might gain in a broader view 

of place through their relationships with artists.  Using a critical first-person stance, I troubled 

local visual culture as it related to Native Americans of the area.  I found social structures and 

distortions of local Indigenous history which maintain a historic divide among races and cultures 

(Pinar & Kincheloe, 1991).  I considered what constituted my and the participants’ experiences, 

particularly in relation to place and art, through the theoretical lens of sense, event, duration and 

simulacrum of LOS (1990).  By examining the paradoxes I found in between teacher-

participants’ and my own views of the local visual culture, I began to explore how the virtual 

past might become actualized through older artists sharing experiences and memory, and I 

developed my third question: How might art educators’ gain a broader view of place by 

reimagining the virtual past through intergenerational relationships?  I found duration is a useful 
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way of understanding time and memory, as both virtual and actual and I learn to analyze by 

listening to sense.  

In the third section, the event of an artist’s visit to our group offered opportunities to 

reimagine Indigenous culture in the areas and presented me with a paradox. The Stephens event 

addressed my question regarding how art educators gain a broader view of place, and enabled me 

to explore my own inconsistencies in understanding Indigenous knowledge, art and authenticity. 

The fourth section realizes what and how we learned through generational differences between 

teacher and artist and I theorized how and why age difference is sense-producing and affected 

reconsideration of place. I also realized how cooperative learning was affecting my learning. 

In the final three sections I revisit the events in the role of a second-person researcher, as 

I show a greater openness to teacher-participants’ and artists’ knowledge within a cooperative 

engagement.  I recognize the teacher-participants’ and the artists’ contributions to my learning 

and embrace my stance as a second-person researcher, I realize the sense produced in 

cooperative action research is an evolving process. By including my relationships with teacher-

participants and artists on par with those formed between them, our learning becomes part of the 

extended epistemology of cooperative action research and I recognize that beyond exploring the 

research questions, the action research method of data collection becomes much more when 

realized through theory, because it is sense-producing.  This transforms the method of 

cooperative action research itself into an important element of the data production and produces 

findings that are reliable and valid, while suggesting a new way of assessing critical and 

cooperative action research.  
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The following vignettes in section one from the summer seminar point to the themes that 

I explore in the analysis of the findings.  Themes emerged from gaps in understanding 

differences in my own and participants’ stances as the action research unfolded.   

 

Section 1:  The Summer Seminar 

The Pride in Place summer seminar at the Wichita Falls Museum of Art is getting 

underway and 23 educators from all grade levels and disciplines have finished cups of coffee and 

doughnuts, met the teacher-participants presenting today, and politely listened to my overview 

and explanation of place-based art education.  We are in the art gallery to engage with an 

exhibition of work by a select group of Texas artists, unique because the teacher-participant 

group selected these artists.  Some of the artists are world famous, like Robert Rauschenberg, 

and some are from Wichita Falls.   

In the exhibition gallery, Nancy Walkup is explaining an activity to seminar participants, 

to acquaint them with a variety of ways to respond to works of art.  She is the de facto leader of 

today’s activities, and a consultant for this curriculum project.  She explains how to engage with 

the artwork using a game called Token Response,8 which encourages people to practice art 

criticism and aesthetics in a nonthreatening way.  Using paper tokens that represent different 

ways of responding to art, participants begin marking their responses to the artwork as they move 

through the exhibit.  Heart tokens indicate a favorite; hands signify an appreciation of 

craftsmanship, and light bulbs show an understanding of the artist’s unique concepts or 

creativity.  

                                                 
8 Token Response: Art Criticism, and Aesthetics Game was developed in the early 1990s by Mary Erickson and 
Eldon Katter and is distributed by Crizmac. 
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Tokens pile up on the floor in front of some of the artworks as participants discuss what 

they see and choose the token that best fits their response to the art. The piles seem larger under 

art made by Wichita Falls artists.  The works of six artists from Wichita Falls are displayed 

among art from the museum’s permanent collection of five nationally known Texas artists.   

 

Carol Rose (Teacher) and Mary Stephens (Artist) 

Heart tokens are piling up under a collaged painting titled Oz. The ruby red slippers are a 

focal point among a background layered with text from newspaper clippings a playbill and 

vintage entertainment figures.  The melancholy expressed in the image seems to be reflected in 

the in the expression of participants gathered around it.  I overhear them sharing concerns about 

the artist, who is missing from today’s seminar, in whispered conversations. I overhear words––

surgery . . . second opinions . . . suddenly.   Mary Stephens should be here to talk about her 

artwork, but instead Carol Rose will connect her to a wider audience using a video recording. 

Rose developed a deep bond with Stephens over the past several months, and she will present 

Stephens and her work  

Last week, when we met to finalize our presentations Rose uploaded a three-part video of 

Stephens’s collage demonstration to YouTube.  As we struggled through an app that was new to 

both of us, Rose confided her concerns about Stephens and recounted their last conversation: 

My stomach’s been hurting.” That’s what she said to me.  “I don’t know if it’s something 
I’ve eaten or what it is”. . . I think it [the discomfort] must have continued.  Then I heard 
the message from Encarta, and I called her [Mary Stephens] after graduation at around 
7:30 Saturday evening and she must have been lying down, and I think we talked about 
30 minutes, and that’s when she explained what was going on and she didn’t give me a 
lot of details, but she made it sound like “I’m going to be back.” . . .  I love her, I think 
she is wonderful, an awesome person.  
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Stephens told Rose she had received a diagnosis for what looked like ovarian cancer.  

Stephens’s absence brings the close relationship shared by Rose and Stephens into sharper relief.  

Rose has come to know details of Stephens’s life story as an artist through interviews and 

videotaping at Stephens’s home on two occasions.  She wants to share Stephens’s life story and 

studio processes with her students.  Rose’s personal reflections in her journal speak of the close 

connection she feels with Stephens.  In today’s seminar, she will share Stephens’s techniques and 

philosophy with an air of authority that reflects this bond.  

 
Figure 5.1. Oz. Mary Stephens. 

 

When I googled Mary E. Stephens early in February, an image search showed artwork 

that is more than 20 years old.  The commercially reproduced watercolor of Native Americans 

and the accompanying text speaks to and about Stephen’s Native American heritage, but the 

photographic image of the blonde, green-eyed artist caused me to question the legitimacy of her 

claim to that heritage.  However, when Stephens visited our group in April to share her artwork 
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and story, we learned from the soft-spoken white-haired woman how her heritage was entwined 

with place as she explained her relationship to the Native American cultures in her home state of 

Oklahoma.  Regarding her minimal connection to Native American ancestry, at one time she 

self-identified as Native American because of her closeness to and admiration for the culture. 

As I stand in front of Stephen’s Oz painting and contemplate what I am learning about 

Wichita Falls, even now at this seminar, I am reminded of the oft-used quote from The Wizard of 

Oz: “I’ve a feeling we’re not in Kansas anymore.”  Likewise, I have often felt outside my 

comfort zone doing this research (see Figure 5.1).  Rose’s presentation connects Stephens to the 

Native Americans of Oklahoma, which I feel may have been valid 20 years ago when Stephens 

was making the work, but I am not sure about now.  I question why Rose presents Stephens’s 

past explorations when Stephens herself has hinted that she quit doing the work because she 

became sensitive about appropriating from another culture.  I think that the discussion in April 

with Stephens could have brought awareness to members of our group regarding the issue of 

appropriating someone else’s culture, which presented a dilemma for her, which she explained 

was the reason for both making the work and then stopping.  Although her story offers an 

invaluable element in broadening participants’ views regarding place as a rich resource for artists 

and students, I question the artwork’s authenticity.  Maybe this unsettled feeling is a result of the 

contradiction between my views formed in the value-laden art world of museums and Stephens’s 

absorbing stories shared with our group.  Her sensitive demeanor brought a reflective calm to our 

discussions, and she mirrored the reflective practitioner I see in Rose, as an artist and thinker. 

This leads me to ponder my complicated and unsettled feelings about her art and its authenticity. 
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Jeanette Harris Heiberger (Artist) 

I back and away from Oz, and I am standing 10 feet from Spirits of a Summer Dance 

(Figure 5.2), Jeanette Heiberger’s painting.  I enjoy the effect of layers of color, which build the 

abstracted figures of two Native American dancers.  This painting is an authentic response to 

Native American cultures from across the Red River in Oklahoma.  I learned Heiberger’s story in 

prior research, through a life story interview, and I marveled at the 90-year-old’s telling about 

coming to know the power of abstract figure painting and then bringing her paintings to bear in 

her interpretations of Native American figures at powwows.  I feel confident that the curriculum 

guide we produced and distributed to all the seminar participants represents her well.  I open to 

the guide and read the following section: 

Her art strives to honor Indians by documenting their history and culture.  Jeanette says 
there is “happiness in remembering her Indian friends.”. . . Having grown up comfortably 
in Indian ways, Jeanette finds true interest in documenting their life so it will not be 
overlooked.  She strives to honor the native people of Texoma by documenting their 
history and culture.  Heiberger says there is “happiness in remembering her Indian 
friends.” Having grown up familiar with regional Indian ways, Heiberger’s work 
documents their public ceremonies and dances so their contributions won’t be 
overlooked.  (NTIEVA, 2013, p. 88) 
 

 
Figure 5.2. Spirits of a Summer Dance, Jeanette Harris Heiberger. 
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I treasure Heiberger’s artwork and feel it is authentic because her abstract figures are 

based on her direct experience.  She does not work from photographs and her many sketchbooks 

are filled with her visual memories, including those of the powwows that she attended in recent 

summers.  In a video interview I recorded in my prior research about early Texas artists, she 

spoke about the hundreds of figure drawings she did in order to understand the human form.  I 

appreciate Heiberger’s abstract Native American figures because I honor her modernist lineage. 

Her abstract paintings earned her a BFA degree with honors in the early 1970s at the Maryland 

Institute College of Art, where Oscar Chelimsky introduced her to French abstract 

expressionism.  Chelimsky studied painting in Paris under Hans Hoffmann.  I enjoy how 

Heiberger describes her first embrace of abstract painting and included it in the curriculum 

guide:  

Then it was like suicide—nothing to lose.  I took my background color and worked it into 
the figure.  It was like I had broken a law and wasn’t going to be arrested.  That was the 
beginning of my real adventure.  Chelimsky inspired my work because he let me go and 
experience it. (NTIEVA, 2013, p. 87) 
 
I also appreciate Heiberger’s bold language and approach to subject matter, and the 

material quality of her figurative abstractions.  She asserted her work was not commercially 

viable in Wichita Falls because it was abstract.  But her subject matter was near to her heart.  She 

wanted viewers to consider the subject not as object but as people she knew whose native 

customs she understood and wanted to share.  Her story and that of Mary Stephens together 

construct a representation of a missing aspect of Wichita Falls.  I am curious why this part of the 

area’s history seems neglected and misrepresented.  I wonder if it is part of long-standing biases 

in the community that subtly pervaded the workshops. 
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Audra Miller (Teacher) and Ralph Stearns (Artist) 

The purpose of the Token Response game is to prompt thinking about the different ways 

we value artwork, and I am debating that same issue with myself as I wander toward a corner of 

the gallery where one lone token lies underneath an artwork.  It is a light bulb, demonstrating 

that someone appreciates the unique concept or creative approach in this painting. When I first 

saw this artwork, I found it jarring—a realistic portrait of three children with somber faces 

posing in old-style Halloween costumes: cowgirl, lion, and scarecrow (Figure 5.3).  

 
Figure 5.3.  Halloween. Ralph Stearns. 

 

The portraits are sensitively done, with each child exhibiting a somber expression.  It is 

the purple splatter-painted background, like a Jackson Pollock, that is jarring and out of place.  I 

wonder, “What is the work about?”  It was painted by our guest artist this morning, Ralph 

Stearns. Was Stearns trying to deconstruct the trope of cute Halloween costumes?  Why did he 

juxtapose his realist technique with this splatter-and-drip background?  I am not sure how to 
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categorize this artist.  Is he an unsophisticated but skilled artisan showing an experiment, or is he 

hip and trendy, working in a postmodern vein to question beauty, identity, and tradition?  Why 

did he choose to put this painting into the museum exhibit?  Maybe he intends it as an affront to 

the museum or maybe it is the only painting he has available.  He markets and sells his recent 

photorealist still-life paintings.  His photorealist still-life paintings of toys, game boards, and the 

minutiae and detritus of popular culture are beautiful and sell online through a Florida gallery. 

Maybe he cannot afford to have one of his more commercial works stay in a museum for three 

months. I am not enjoying this piece. It is difficult to categorize and I prefer his recent 

photorealist work.  In fact one of the teacher-participants would discover the painting a year later 

for sale at a local thrift store. 

The seminar participants are listening to a discussion about the artworks that have the 

largest token piles, and then they take a sudden turn to join me at Stearns‘s painting.  The artist 

joins us and makes a self-deprecating remark about lacking a pile of tokens, but a supporter who 

placed the sole token speaks up for his appreciation of Stearns’s creativity.  He seems familiar 

with Stearns and says the painting speaks to the creativity and craftsmanship he finds in all work 

by Stearns.  Audra Miller, one of our teacher-participants, steps up to introduce the white-haired, 

bearded and bespectacled Stearns, calling him the “rock star artist” of her school.  Despite the 

lack of tokens under his painting, Stearns plays into his newly designated rock star status and we 

move to chairs in the next large gallery so that Stearns can begin his prepared remarks and show 

us more of his paintings.  

“I’ll tell you about myself.  I’m Ralph Stearns, a local artist, and this picture of a parrot 

on the building on Scott Street is what I’m kinda famous for.”  I recognize the projected image 

on the screen.  I came across the mural when hunting for an interstate exit out of town  He 
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continues, “It’s become a landmark in the city, and people I’ve known say they give themselves 

a special [traffic] light just to go over there and see it.”  He is referring to the fact that people 

drive out of their way to see it.  He adds, “And they take pictures in front of it and all that.” 

which I had done also (Figure 5.4). He explains:  

I just went driving around and found a wall.  Since this is the gateway to downtown—
perfect place to paint a mural.  So I contacted the owner of the building and said, “I’d like 
to paint a mural on this building.”  He said, “Sure.  Go ahead,” and man, the rest is 
history.  I didn’t get any pay for the job, but everybody that goes by sees it, and 
somehow, I’ve gotten a lot of jobs from it.   
 

 
Figure 5.4.  Scarlet Macaw.  Ralph Stearns’s mural and the author. 

  

Stearns continues to show off his wide range of work—and his knack for entertaining, 

which might be why Miller deemed him a rock star.  He shared his story and art with her fourth-

grade class as part of the research, and for us at today’s seminar. He is the only male represented 

in this group of local artists, and the most commercially successful, but, according to a museum 

staff member who handles the exhibits of the Wichita Falls Art Association, he does not always 

feel his artwork is adequately appreciated in the local art scene. Therefore, he is relishing this 
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moment of undivided attention and he boasts, “Just recently, I painted a big train coming out of 

that building, and then across the street, I’ve got an eagle.  So that little corner of that 

intersection belongs to me.”  Everyone is laughing and he continues plying jokes about himself 

to the appreciative audience:  

I’ll tell you why I’m here in Wichita Falls, is because my father was in the Air Force.  I 
was born at a very early age in Austin, Texas.  We traveled around the country quite a bit.  
I’m 59 years old.  My friends tell me I don’t look a day older than 65.  
 
Everyone is laughing now, and we settle in for an hour of stories by a self-made artist 

whose financial survival relied on constantly working to acquire new drafting and painting skills, 

finding painting jobs, making and marketing artwork, and entering competitions with cash 

prizes. He boasts about his latest $500 cash award, and describes in detail transforming a photo 

of a guitar-strumming cowboy into a superrealistic painting for a current art competition at the 

local history museum.  Stearns recounts painting for a sign company after receiving a BFA from 

Midwestern State University (MSU) in 1981, until suddenly, with the advent of digitally printed 

signage in 1998, his sign-painting skill became irrelevant.  

We selected him to present at today’s seminar because Miller had recounted how he 

entertained the fourth-grade assembly at her school with his presentation.  She appreciated his 

humor, was impressed with his versatility as an artist, and understood the mark his public murals 

have made on the community.  She enthusiastically shared her students’ experiences at our 

meeting in April, as well as her frustrating inability to engage him in a discussion about how his 

art may be influenced by local place.  He makes unique contributions to local place, yet during 

Miller’s interview, he neither acknowledged nor engaged in a discussion regarding how his 

artwork reflected aspects of place. Stearns and our research group were Miller’s only source of 

art education since high school, and she wished Stearns had been a better resource for her 
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nascent understanding of place as a context for art.  His artwork is a mix of figurative paintings 

done in a wide range of styles, which consists of portraits, including pets and caricatures.  For 

this reason his frustrating choice of the Halloween painting becomes even more of an enigma, as 

I hear and see Stearns’s different way of valuing his own artwork.  He does not seem to 

differentiate between experimentation, lowbrow and high-end artwork.  He says, “I copy a lot of 

artists too.  A lot of people don’t want to hear that, but everybody imitates.” He likens his 

practice to playing the piano: 

You don’t learn to play your own songs on the piano.  You learn how to play other songs 
that other people have written.  And so . . . I don’t know why the visual arts has that kind 
of hang-up because I learned a lot of things from copying old masters.  
 
Listening to Stearns’s stories helps me understand what he values and his choice of 

artwork for this exhibit, and brings into question my latent dependency on the hierarchy of art.  

Why should I be critical of an artist who makes his living solely through his art?  He created a 

place of importance in the community by literally interjecting his art, unsolicited, into a 

nondescript downtown intersection.  Stearns has a diverse portfolio of self-taught painting and 

drawing skills, which is just the kind of artist I hoped this research would bring forth, and the 

audience applauds him as he concludes his remarks.  

Stearns finishes by answering questions about his craft, sharing many details about the 

variety of brushes he uses. He says, “You learn the trade, or just the craft.  But mainly, it’s a 

craft.  Just like carpentry.  The more you do it, the better you get at it.”  Miller thanks Stearns 

and then introduces a video she made of Stearns’s murals at school “that my kids get to see every 

day.” She continues: 

My kids were completely overwhelmed by him coming and visiting with them. . . . And 
he also taught them three different ways to do a mural. . . . And then I hope you get a 
chance to look at the mural that brought a lot of camaraderie in our school.  The fourth-
graders loved it, and he’s a rock star.  And they were rock stars after they finished theirs.  
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Miller is referring to the mural (Figure 5.5) she transported to and installed in the 

museum classroom where we are adjourning to for lunch.  Stearns’s personality generates 

excitement and I wonder whether it is Stearns’s age difference that was critical in generating 

excitement among the children, or whether Stearns’s visit was impactful because of his artworks, 

or maybe it was both?   

 
Figure 5.5.  Rocket 6’ x 5’. Audra Miller’s fourth grade mural installed at WFMA. 
 

Claire Walker (Teacher) and Wanda Ewalt (Artist) 

Lunch for the summer seminar is a sandwich and salad buffet set up in the hall outside 

our meeting room.  After we sit down and start eating, Claire Walker asks a museum staff 

member if she has seen Wanda yet.  Wanda Ewalt is the artist who Walker researched and is 

presenting a lesson about this afternoon.  The staff member agrees to call her to remind her that 

today at 1:30 Walker would be introducing her to everyone.  This prompts a conversation 

between Walker and me.   
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We each had interviewed Ewalt at different times, but Walker’s telling of Ewalt’s life 

story gave me new insights and respect for Ewalt, as well as a respect for historians.  Walker 

says, “It’s funny I had your information on her.  But, to Wanda, everything that happened in the 

past is simply 20 years ago.  The ’79 tornado was 20 years ago.”  We both laugh.  We talk about 

how our stories from Ewalt overlap in places and not others, which helps me realize how the 

telling of someone’s life story can be a creative act, with the facts a moveable armature that can 

structure the story in different ways.  As I think about it, time corresponds to life events and is 

generally useful to order things, but may not be as necessary once an event has played out.  It 

seems the concepts and understanding are what is worth holding on to.  Perhaps I might learn 

more from a senior’s perspective.  If I can look at foibles as assets, I may learn to appreciate 

aspects of aging that seem annoying.  I admire how Walker made no reference to age when she 

first introduced Ewalt to our group in May.   

Walker surprised me with her elegant telling of Ewalt’s story.  I researched Ewalt 

through a life story interview in previous research of early Wichita Falls artists, and I appreciated 

that both her art and story were entwined in the particulars of bordering places—Wichita Falls 

and neighboring Oklahoma.  

As Ewalt walks into the seminar, well after lunch is over, and takes a seat among the 25 

seminar participants, I am hoping that she will enjoy Walker’s presentation.  Walker introduces 

her presentation with the distinguishing fact that Ewalt participated in art courses at MSU for 40 

years.  She sets the parameters for understanding Ewalt in relation to this distinction by stating, 

“She does not have a degree.  She went [to classes] for 40 years consecutively.  She has taken 

every art class they offer and has used it for her passion.”  Walker tells how Ewalt started 

painting when she was in her 30s, inspired by her children’s unused art supplies.  Walker’s 
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presentation articulates elements of Ewalt’s story that elevate her status.  Walker has the ability 

to connect with Ewalt and her accomplishments as a local resident, and she shares her 

appreciation for aspects of the local because her story and Ewalt’s stories share common 

elements.  As she tells more about Ewalt’s history I realize how much they have in common. 

Both moved to Wichita Falls as young adults and married men with professions that could help 

support their interest in art.  Thus, Walker understood how Ewalt is situated in Wichita Falls, in 

ways that I could not.  

Walker’s presentation seems to empower Ewalt.  What I did not expect was how much 

more Ewalt would add to it. As a coparticipant in this performance, Ewalt enjoys her distinction 

and sets forth a declaration. She told the audience her belief that art is worth one’s commitment, 

and that even her grandchildren and great-grandchildren respect her creative time. 

 
Figure 5.6.  Walker presenting video capture of Ewalt’s Untitled, photographed in her home. 

 

Walker then shows a fast-moving photo-based video that shows images of Ewalt’s 

abstract and colorful collage and paintings drop in, swirl out and fade to solid colors, moving to a 

fast beat. (See Figure 5.6).    One image of Ewalt’s artwork stands out and raises questions 

because it hangs in the museum gallery next door, upside down!  (See Figure 5.7.)  The wire 
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sculptures of three highly stylized faces with headdresses are made from welded copper tubing 

and sheets, mounted on a colorful abstract-painted panel.  Her husband put the wire for hanging 

it in the wrong place, so it appeared to hang upside down in the exhibit.  The curator respected 

this choice and none of us questioned his decision.  Ewalt’s work is abstract, and she seems to 

accept this variation without question, as we move back into the gallery exhibition for photos 

with the artists during a break. I think her hesitancy may be an example of her politeness.  I 

enjoy the work as an abstraction, but I was curious if the curator’s choice was one of expediency 

or a lack of serious care for Ewalt’s ideas.  I wonder if I have been guilty of undervaluing 

Ewalt’s work.  

 
Figure 5.7. Untitled, Wanda Ewalt. Photographed with Walker (l) and Ewalt (r). 

 

In my earlier review of Ewalt’s work, I questioned the seriousness of her intent, placing 

her work closer to dilettantism, but Walker’s straightforward presentation made me pause.  Why 

did I not consider Ewalt’s pursuits on a par with other artists, particularly considering her 40 

years of study at the university?  Her work did not culminate in a college degree, and there was 

no indication that her artwork should support itself through sales, but she maintained an active 
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record of exhibitions and most importantly she kept on working at her art.  Perhaps I was guilty 

of ageism by categorizing Ewalt by a demographic rather than by her practice.  

 

The Three Water Dippers 

After the break, we return for my final presentation of an artist and I am thrilled to see 

Jeanette Heiberger make her way into the gallery with the aid of a walker.  She is applauded 

warmly and I show a short video that I created, in which Heiberger talks about her work process 

and the inspiration she found in attending powwows and other events of neighboring tribes. Then 

Heiberger shares her story in her own words.  Her artwork has been exhibited locally for 20 

years, but her stories add context.  She explains why an aspect of a neighboring but distant 

culture became a theme for her drawing and painting. She speaks about her loyalty to the Apache 

people she grew up with, and of returning to that area for special gatherings.  She tells the stories 

I heard the first time we met, which she later recounted for the written curriculum.  She retells 

the story told in the curriculum guide about her father’s implicit integration of the 1920s 

Oklahoma version of the Whites’ only drinking fountain.  Her voice is faint and the roar of the 

air conditioner makes it difficult to hear, so I direct participants to read the printed account on 

page 87 of the guide. 

Jeannette was raised with the Apache Indians as part of the community of Weatherford, 
Oklahoma, and was taught by her parents to treat everyone as equals.  Way ahead of their 
time, the Harris family furnished a drinking barrel in the back of their general store with 
three water dippers hanging on the wall.  (NTIEVA, 2013 p. 87)  
 
This story seems to put me in contact with the past in an almost visceral way, as Jeanette 

describes the huge chunks of ice that would be delivered every week and allowed to melt to cool 

the shared water.  This story is also important because it grounds Heiberger’s respectful stance 
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against a local prejudice towards Native Americans she witnessed and fought against through her 

paintings.   

The story of the water dippers causes me consternation as I recall the original, unedited 

text written by a teacher-participant. “Correctly [italics mine] these were for whites, blacks, and 

Indians.  But with a gleam in her eyes, she [Heiberger] says, ‘There were no labels so you did not 

know who used what!’” (NTIEVA draft, 2013).  The teacher-participant’s use of the word 

correctly suggests her southern upbringing.  In the South under Jim Crow, the labels were based 

on the “correct” designations, but designations based on race are never correct.  In editing the 

text, the university researcher changed the wording to “Customarily [italics mine] this was for 

Whites, Blacks and Indians,” with capital letters designating each race (NTIEVA, 2013 p. 87).  

This distinction points to a key issue that I addressed through critical reflection in the action 

research of the study, by pointing out our predispositions to stereotyping behavior. This 

references my research question of how participants’ view of place were broadened through 

reflecting on the stories of and working with older artists.   

The teacher-participants’ inability or unwillingness to acknowledge perceptions of place 

outside the local view frustrated me in the action research: conversations implicitly accepted race 

and ethnic difference in the community, without acknowledging how place could be a negative 

and distinguishing factor.  I was perplexed by the teacher-participants’ perspectives, which did 

not connect how racial difference contributed to differing qualities of place and social standing in 

the community.  What seemed like a foolish comment made by a group member, was legitimized 

by other group members who displayed a degree of power.  Because our language was 

unguarded in our early discussions, what I heard was different from what I anticipated from 

educators and serves a purpose in this story by providing insights into perspectives often left 
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unspoken.  Like the water dippers in Heiberger’s story, it seemed that there were some aspects to 

local stories, where the meaning was implied and only understood within a cultural context.  

After the presentation, I thank Ewalt and Heiberger, and we move back to the classroom 

to partake in art-making in the manner of some of the artists.  Encouraging seminar participants 

to try out some of the activities gives the teacher-participants opportunities to share further art 

skills they learned from their researched artist.  I hear them continuing to reflect on their work 

with local artists and proposing new understandings about place.  

Local place is vast in that it has multiple connections with participants’ past as well as 

connecting within the present.  In this analysis, I revisit the events of our experiences to show 

how participants gained broader views of place, and how older artists facilitated teacher-

participants’ gaining greater insights through their intergenerational relationships.  This chapter 

shows what we learned through these experiences about place mediated through art, IG 

experiences, and the challenges of critical and cooperative action research. 

 

Section 2: First-Person Analysis and Commentary on Views of Local Place 

In this section of the investigation I examined a basic part of my questions regarding how 

art educators’ views of place might be broadened, by questioning what were teacher-participants’ 

perspectives of local place. My initial encounters with teacher-participants caused me to revisit 

the events using Deleuzian analysis to examine how our views of Wichita Falls and the West had 

been formed.  This led to developing my third question which pondered how experiences in IG 

relationships might affect understandings of place, using Deleuze’s concept of duration to 

theorize how participants might reimagine the virtual past of place through the relationships that 
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formed with the older artists. This analysis demonstrates how I learned to use LOS like a tool-kit, 

setting forth series to understand the sense produced in the narratives of the action research. 

 

Emergent Themes of Ethical Empiricism in Analysis 

The questions raised in this narrative challenged my perceptions of art, age, and 

authenticity, as well as my perceptions of participants.  This section of analysis reflects my first-

person inquiry regarding how to address latent racism in language which I was unaccustomed to 

within a culture of educators. Some of my perceptions and interpretations stand in relief against a 

background of the local experience of participants in the study.  I found myself enacting 

essentialism, modernism, and ageism.  I needed to reconsider my own attachment to ideologies, 

by questioning my sources and listening closely to my coparticipants.  This aspect of cooperative 

action research allowed me to reflect on what teacher-participants said and did as a second-

person researcher.   

The discomfort experienced in this research was shared, as I prodded and cajoled 

participants to consider critical ideas.  I uncovered my own hidden prejudices as I wrote the 

narrative with reflexivity.  Through writing as a way to find the sense in nonsense and paradox, 

my ideas and opinions changed, demonstrating the usefulness of the decentered self in coming to 

new understandings in concept development.  This writing is in the tradition of ethical 

empiricism.  Ethical because it is about concept development and empirical because it is based 

primarily on experience.  My commentary is experimental, not by setting up experiments, but by 

responding creatively to the events of this research.  I write experimentally about the paradoxes 

and contradictions I find in the data, which allow sense to emerge in each of these stories, yet 
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none of my findings determine this sense as a final referent (Williams, 2008).  My analysis 

invites creative thinking in the search for sense as Deleuze (1990) Logic of Sense recommends. 

My research question developed in regard to how Heiberger’s story—and the stories of 

other artists—might change educators’ views of place and the implications of place for 

pedagogy.  I use Deleuze’s (1990) concept of sense to identify the significance of event, which 

refers to salient points within this action research. I sought to understand how a place’s social 

and political history and visual culture align or misalign with local artists’ stories and artworks 

about place.  Teacher–participants’ views surprised and perplexed me, and these alignments and 

misalignments or paradoxes, I propose, produce sense.  Sense refers here to significant meaning, 

which then invites revisiting past events to create new memories or new understandings, which 

potentially change a concept of place and its people.  I consider ideas supported by Deleuze’s 

theoretical and analytical lens of event, series, sense, duration, authenticity, and sense-producing 

simulacrum.   

In this narrative I show how discussions during and following the workshop sessions 

constituted events of sense, which unsettled me and revealed discordant histories of place.  These 

exchanges initiated a first-person reaction when I began to question how as a cooperative action 

research group we could learn together, and I was forced to question my own beliefs.  This 

eventually led me to explore how I could transfer the affective nature of sense into a narrative 

that works to bring disparate parts together.  

MacLure (2013) refers to the affective nature of sense as an “unsettling event in data 

collection,” prior to her knowledge of Deleuze’s (1990) Logic of Sense.  While working with 

troubling data she refers to this emergent encounter, as a “glow” (p. 661).  She wrote about the 

import of Deleuze’s sense in qualitative methodology because it engages with the materiality of 
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language itself, “its material force and entanglements in bodies and matter,” and stated how 

sense recognizes the relationship of language to both matter and incorporeal thought (p. 658).  

Sense is the source and activates the affective in language.  MacLure identifies Deleuze’s sense 

as the “wild in language” in its doubled relation with both “the materiality of the body and the 

incorporeality of thought” (p. 658).  My research started with confounding encounters with 

participants, which was affective information difficult to analyze as data.  In LOS, I found ways 

to theorize and reinvent the event, as I realized that these sense-producing events were 

meaningful.  By using language materially as tools to revisit the events of the research in a 

different way, I produce a new sense in what Deleuze (1990) refers to as the sense of pure event.   

Series is a Deleuzian tool that is basic in understanding events because series run through 

events, transforming them and altering relations of sense.  Series refers to structures that pull 

together two aspects of something and provide the structure that connects events.  Through this 

research it has become clear that understanding discordant histories from the perspectives of all 

communities and groups that have or had claim to a place is particularly important for educators, 

who have opportunities to integrate local place into their curriculum. This section of analysis 

examines how these discordant histories are formed through a community’s visual culture and 

focuses on the stories of a Native America artist, Mary Stephens.  I follow Deleuze’s ideas that 

memory is both psychological and ontological; hence, when one looks to the horizon of the past 

one sees both what one has lived through as well as a legacy and possible future of one's history 

(T. May, 2005).  This idea, conceptualized as duration is echoed in the story of the artist, 

Jeanette Harris Heiberger. What makes this duration important is how it opens up the idea of 

place, which is significant when considered alongside the artist narratives created by the four 

teacher-participants.   
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Throughout the analysis I considered the participants’ conversations and reflections from 

the perspectives of PB and IG learning, looking for critical reflection about place and where it 

was lacking, as well as qualities influenced by perceptions related to age difference.  In 

structuring this analysis, I found events of sense within the data that defied objective 

representation or jarred me and asked me to look at my subjective judgment. I learned to see 

paradoxes and contradictions as opportunities to explore why the series produced the nonsense or 

sense.  I experiment with writing by exploring sense production in theoretical discussion as well 

as in situating parallel series to create ways of understanding contradictions and paradoxes.  

I found paradox in considering participants’ view of place, in contrast with that reflected 

by the artists who grew-up in a different time.  I also found contradictions in what I considered 

my own common sense when juxtaposed with critical thought of Indigenous knowledge, and I 

used Deleuze’s disjunctive synthesis to bring the contradictory series together.  I structured 

paradox through the use of series to demonstrate the changing relations of series within events.  

This allows me to problematize the ways in which participants and myself consider and teach 

with Native American art.  In addition, the construct of authenticity provides a lens through 

which to question my own inconsistencies in balancing complex ideas of place, authenticity, and 

art.  I use Deleuze’s understanding of art as sense-producing surface effect, as well as sensation 

to recognize how different artists’ works are equally valuable as sense-producing simulacrum or 

as sensation. 

 

Relationship of Place and Memory Series 

Revisiting a definition of place and its expression through time is useful in this analysis 

because, memory is a key component of place.  Lippard (1997) distinguishes between place and 
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space in this way, “Space defines landscape, whereas space combined with memory is place” (p. 

9).  Space is a physical component of place and where space and culture come together is place.  

Place is differentiated from landscape, in that a portion of the land/town/cityscape that is 

experienced is from the inside, that is combined with memory, whereas landscape is seen from 

the outside (Lippard, 1997).  Place activates psychological memory which adds resonance to the 

location, which gives a feeling of familiarity.  Place functions for a person by inhering passing 

time in the familiar and giving memories a location, thus marking the physical aspect of 

duration. 

The element of memory is crucial in the experience of place, and place is crucial to 

memory.  Deleuze points out place’s importance in locating memory in his analysis of Bergson’s 

explanation of remembering, “Recollection in ourselves, are ‘leaps’ into the past. . . We perceive 

things at the place where they are . . . At the place where it is in itself, and not in ourselves in our 

present” (Deleuze, 1988 b, p. 56).  Place here is referring to the place we can see in our 

memory’s eye.  Deleuze engages Bergson’s investigation of duration which acknowledges a 

shared and all-encompassing past that is referred to as ontological memory.  Bergson makes the 

point that each and every person’s psychological memory are part of one single past, an 

ontological memory in which we all share (Deleuze, 1988).  All the past belongs to all of us all 

together, and psychological memory can dip into memories of the ontological past, or pure 

memory through experience of the virtual.   

Deleuze (1988) writes that Bergson sought to break down subjectivity along a continuum 

of matter and memory, perception and recollection, and the objective and the subjective (p. 53). 

Our view of place is formed by all these. Perception and its subjectivity produces memories 

grounded in the physical.  Pure recollection of ontological memory has no psychological 
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existence, which is why it is called virtual, inactive and unconscious (Deleuze, 1990).  The 

special problems of memory are: How does the virtual of an ontological memory become 

psychological memory?  How does that which is virtual actualize itself?  The in-between of 

subjective memory and ontological memory is the area that this research explores.  

Deleuze discusses: 1.) recollection memory, which is subjective and the primary aspect of 

psychological memory, and 2.) contraction memory, which is the contracted past, or the elements 

of the entire past brought closer to a particular person's engagement with the world, an 

ontological engagement.  I propose our preconceptions of place are based on our two forms of 

memory, and might guide our interactions with places and the people there.  Using the Deleuzian 

construct of series, I engaged with Wichita Falls abstractly, in consideration of its history. The 

following explains how our series were used in analysis.  

 

Defining Series 

My engagement with Wichita Falls is a historical series.  I identify this as series of time 

and place to distinguish between personal memories.  My concern is ontological memory, or 

memories of what has always existed. The teacher-participants’ series of experience in Wichita 

Falls are more concerned with the present. Series can be opposites along Bergson’s continuum of 

matter and memory, perception and recollection, and the objective and the subjective, and may 

reflect the difference in perspective that age offers, a key difference in IG learning. 

Used together, my series of past place considers place’s ontological past and participants’ 

present place series considers living with psychological memories of place. Together, I set up 

paradox between the series, which is part of Deleuze’s “procedures for serial development” 

which uses words to enable text, like events, to unfold and become (Williams, 2008, p. 65).  In 
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the following analysis, I examine the patterns that form the past, of Wichita Falls—the 

geopolitical series of places.   

 

My Series: Engaging Geopolitical Place through Historical Perspective 

The way I learned about the Wichita Falls area informs my historical understanding of 

the area, my place series.  When I met Jeanette Heiberger, she referenced what I deemed 

authentic experiences with place and art.  Authenticity as it relates to art is problematized as I 

find myself questioning artwork’s context and meaning.  Nonetheless, her story was my source 

of inspiration for research into place.  Motivated by her memories of past events, she expressed 

recollections of her childhood relationships with Native Americans through her abstract 

figurative paintings of them.  Born 1920 in Weatherford, Oklahoma, she had moved around the 

Texoma area, defined as a broad area bordering the Red River that divides North Texas and 

Oklahoma. Wichita Falls is the largest city in the Texas part of the area. She left to raise a family 

in Silver Springs, Maryland, where, at age 50, she began a degree in fine arts with a painting 

concentration.  She returned to the Wichita Falls area in her later years, and memories from her 

youth lured her back to Oklahoma to sketch powwows at Carnegie and Lawton, cities just an 

hour drive from Wichita Falls.  I considered these experiences valuable to this research and 

worthy of further study and dissemination. 

Place is formed by layered memories both personal and political (Lippard, 1997).  I had 

arrived in Texas only several years earlier, yet I have formed and reformed an understanding of 

the Wichita Falls area over my lifetime, early in life through the myths of the West portrayed in 

media and more recently over the last five years as I conducted this research, studying historical 

records and artworks and interviewing participants.  As I moved through events, my historical 
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series had been both limited and empowered by inherited and political memory.  As I learned 

more about the power structure that historically formed the area, the political understandings that 

formed the background of my experience of place grew, and my series of place’s past expanded. 

The following narrative recounts some of what I learned about the Wichita Falls area. 

Before beginning research, I had visited Fort Richardson in Jacksboro, Texas, 60 miles to 

the south and learned a local historian’s view of regional history.  The historical interpreter at the 

Fort explained that the area’s Native Americans had been banished to the north side of the Red 

River by federal decree following the Warren Wagon Train Raid of 1874.  Kiowa and Comanche 

men had crossed the Red River from the north on a hunting expedition found themselves under 

fire and killed seven White soldiers.  American troops were sent north to the Texas Panhandle to 

end the border crossings.  The historian, with roots going back seven generations in the area, told 

this story with much swagger.  He neglected to tell how the American government had reneged 

on the 1867 treaty of Medicine Lodge, which had guaranteed support to Native Americans 

forced off of their historic hunting territory onto reservations in the area north of the Red River, 

in what is now Oklahoma (Red River Wars).  The Red River Wars of 1874-75 rang a death knell 

for the seminomadic lifestyle of the Comanche, Kiowa, Apache, and Cheyenne people who had 

followed the buffalo herds on the Great Plains from Canada to Mexico to hunt for their food 

staple.  A Comanche chief named Quanah Parker became known as a peacemaker because he 

was the last chief to surrender at the reservation in Fort Sill, Oklahoma with the rest of the 

Native American fighters in 1885 (Red River Wars).  

I had read a personal account in the earliest artist’s journal of the region, by an East Coast 

artist, Miner Kilgore Kellogg, written in the summer of 1872, which recorded a prospecting trip 

in the vicinity of Jack County, Texas, and areas surrounding the future Wichita Falls (Friend, 
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1967).  Kellogg shared the palpable fear caused by the Indian raids, citing atrocities on both 

sides.  The only Native Americans he had contact with were members of a small band of 

impoverished Tonkawas who had always been allies with the Americans and who had been 

reduced to begging.   

I had grown up with depictions of the Indian wars of the West depicted in John Wayne 

movies—romanticized versions of the genocide that took place in Texas and on the Great Plains.  

The film The Searchers (1956) depicted the abduction of a child, Debbie, perhaps based on the 

abduction of Cynthia Ann Parker, by Comanche Indians.  It has been suggested that John 

Wayne’s character’s monomaniacal 20-year search for Debbie perpetrated “the captivity myth, 

the narrative genre in which pure white innocence is defiled by native savagery” (Vognar, 2013).  

The Parker abduction, upon which scholars believe the film was based, is important for several 

reasons.  One of Parker’s sons was Quanah Parker, the peacemaker.  The story is well known in 

the Wichita Falls area as evidenced by its appearance on a quilt square in the 2014 Quilting 

Wichita Falls Together community quilt (see Figure 5.8.).  John Wayne’s character with Debbie 

in his arms, marking her “rescue” from her Native American husband and three children.  

 
Figure 5.8. We are home, Debbie. Wichita Falls Community Quilt Square, Robert Britain, 2014. 
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There is a town named Quanah northwest of Wichita Falls.  I recall driving through the 

desolate town trying to determine what I had learned after finishing the Pride of Place summer 

seminar, the culminating event of the curriculum writing workshops.  I recorded this thought on 

a voice recorder as I drove through the area: “Had I learned through my research participants?”  I 

recall wondering why the participants did not acknowledge the influence or presence of Native 

Americans in the region during our earlier meeting and I thought about how several participants 

had challenged my choices.  I recall Kay Knight saying something like, “They weren’t here so 

they weren't important,” yet the missing Native American had also become the focus of several 

of the participants’ first critical reflections.  A sense of place that reflects its past is formed in 

conjunction with memories which echo an ontological past.  Participants would show lack of 

information or experiences with Wichita Falls area Indigenous people, indicating a series 

reflecting partial understanding of the past, or an incomplete historical series of place.  In this 

case the participant’s engagement with historical dimensions of place, demonstrated limitations 

through lack of interest in the contracted past.  This triggered my curiosity of whether 

reimagining the virtual past through meeting with older artists expands participants’ view of 

place because of the potential engagement with past events of ontological memory.  The 

participants’ reactions reflected half-truths, where individual’s experience of place included 

recollections like those I had grown up with.  When limited historical series define place, it limits 

the entire past of a place in people’s psychological memories.  Place is limited and incomplete, 

yet events with potential to connect a wider view of place and time to personal memory, also 

may produce paradox.  For instance, Indigenous peoples’ stories of the Wichita Falls area, 

juxtaposed with personal accounts and sanctioned histories of White people create paradox, like 

the one I recount in my guided tour of the history display at Fort Richardson in Jacksboro, TX.  
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Many of the exchanges which took place with participants regarding place were characterized by 

contemporary readings of the local, in which experiences of place reflected personal 

recollections of events or inherited memory lacking critical reflection.  Participants' perception of 

Native American culture demonstrated this subjectivity as related in the following discussions. 

 

Participants’ Place Lacks Indigenous Presence 

The story that unfolds demonstrates participants’ perceptions, which constitute subjective 

place-making.  In this series, active place is entwined with personal memories.  It is the 

psychological moment of being in a place.  A teacher-participants’ perspective on place will be 

shown to be limited by personal or subjective memory that inheres place in familiar stories and 

myths.   

I suggested participants consider Native American artists as potential sources of 

community artists.  My knowledge of the proximity of active tribal life, through experiences with 

Heiberger, flamed my desire for participants to search beyond their boundaries, both geographic 

and social.  My plan was to initiate step 2 of action research, reflection.  My aim was critical 

reflection, and I introduced a video which reflected what I felt was missing in my previous study 

of early Texas art in the Texoma region, a Native American voice. The following discussion 

sums up Audra Miller’s direct experience with Native Americans in the area:  

Miller:  They live there for free.  You go up there into Durant [Oklahoma], where my 
friend’s from.  We went up for the Choctaw Indian festival and all those people are there 
in that area and they have a three-bedroom home with a plot of land, all for free.  I mean 
there are a lot of perks.  There really are. 
 
Encarta:  You only have to be an eighth [Native American in ancestry]. 
 
Miller:  But if your ancestors don’t have the card, well, you’re kind of . . .  
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The discussion moved into a critique of other groups that participants perceived to be 

privileged.  Voices raised up and collided with each other as one participant spoke on top of 

another discussing community ethnic groups that were considered more advantaged than others.  

I wanted to get the discussion back on track, so I admitted to sometimes using stereotypes 

myself.  Describing a segment of the video, Reel Injuns (Diamond et al., 2010), that we had 

viewed earlier. I said,   

It is so easy to get into stereotyping.  For instance, I was just saying that there is a stoic 
Indian, quoting a liberal, radical Native American voice saying “We are all struggling, we 
are watching and waiting, we aren’t going anywhere, we will survive.”  But quoting it in 
the voice of the silent, stoic Indian, I was stereotyping Native Americans.  
 
I was acknowledging that I had used a stereotypesof Native Americans, hoping that 

participants would acknowledge that they did too, but I also wanted to share the wisdom in the 

Native American’s claim to survival.  Although Native Americans had not been the sole focus of 

our discussion, later written reflections from half of the participants included feedback about 

Native Americans.  Reel Injun (Diamond et al., 2010) video segments, which I had shown that 

day caused discord.  Maybe the “medium was the message” (McLuhan, 1964) because the sound 

and image projection were faulty and inadequate.  The film powerfully demonstrates how Native 

Americans’ images have been appropriated and maligned by American filmmakers, dating back 

to the earliest film, and how a stereotyped Native American has been produced through the 

media.  The participants perceived the film as irrelevant to the research about place, which 

reflects their present perspective, as this written reflection which followed from Knight 

demonstrates: 

I wondered why we were watching this.  Did the rest of the country think because we are 
cowboys that we must have Indians too?  I've always been very sympathetic to the Native 
American plight.  However, we as Texans do not align our cultures with the Indian 
culture, even though we are so close to Oklahoma.  Most Texans hold Oklahoma as a 
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stepsister, so this may be why we don't have much Indian culture here.  There is a certain 
discrimination against the Native Americans here also. 
 
Knight’s reflection demonstrates a present series of perceptions, which constitute 

subjective place-making where experience of place include shared, inherited and political 

memories in the experience of the present, yet lack a recognition of contraction memory in which 

the contracted past, the elements of the entire past are missing from the series.  In this present 

series, active place is entwined with personal memories.  It is the psychological moment of being 

in a place.  Her perspective on place inheres in the familiar and inherited memories.  Her 

subjective response points to stereotyping and acknowledgement of discrimination, without 

connecting to the ontological past.   

I questioned Knight.  “Isn't this a reason to address Native American culture in an art 

curriculum, especially for the Kiowas or other local tribes?” 

Knight’s response demonstrates inherited political memory with some inaccurate factual 

base: 

Our Indians were the Wichita, Comanche, and Apache.  They lived here until the 1830s. 
Kiowa were not native to our region.  I don't know if Kiowa were native to Oklahoma or 
if they were moved there by the government.  I would think the latter would be true.  
 
I overlooked her misinformation regarding the Kiowa’s historic presence in the area since 

the early 19th century, and instead responded by referencing the Quanah and Cynthia Parker 

story, which I felt she would be familiar with.  This was my attempt to enliven the historical 

series, connecting a contracted memory of the past to Knight’s personal engagement with local 

place.  I wrote in response, 

I know the Comanche are closely tied into one of the biggest stories about relationships 
with Native Americans in Texas, and it happened in this area.  As a matter of fact, 
Crowell, Texas, has a festival named in [Cynthia Parker’s] honor.  I think it is fair game 
for curriculum to study groups native to a region since Native Americans are regional 
groups and not really part of a state, legally.  In Nebraska, our curriculum includes the 
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study of the Sioux Nations [Upper Great Plains] even though all of their reservation land 
are now in South and North Dakota. 
 
Knight responded by referencing the Parker story: 

Yes, Cynthia Ann Parker was captured by the Comanche as a young child and raised in 
their tribe.  She married and bore a son, Quanah Parker, who was the last great Comanche 
chief.  She was recaptured as an adult by the American troops near Crowell. (I have 
several relatives from there). . . I’ve always loved the Indian culture and do teach a unit 
on it each year.  So many false ideas are present about them; it is so important to research 
and get the stories right.  The American Natives are really trying to keep their culture 
alive and to correct slanted historical notions. 
 
Knight’s response was similar to how many art educators approach Native American 

cultures.  With good intention, in teaching about other cultures, there is also misinformation 

which can feed into stereotypes.  Art educators’ attempts to teach art lessons that represent 

another culture, are often formed with limited knowledge of the group of people, which 

inadvertently place the group as an outside Other.  Educators often do not acknowledge the 

culture’s living presence.  In Knight’s case, Native Americans are not recognized as being part of 

the current culture of Wichita Falls, and her comments lack connections to a larger part of 

ontological memory of the area, the Native American version.  When teaching her Native 

American unit each year, she could tap into an expanded past series to connect with the historical 

of the Wichita Falls area.  Knight may employ her personal recollections of Crowell, TX, to 

connect with place.  She may engage with subjective memory, inherited memories recalling the 

John Wayne version of Cynthia Parker’s rescue, and Quanah Parker’s abdication of tribal power. 

This research suggests art educator can make connections to the ontological past through the 

stories of older artists whose memories are formed with the contracted memories of the 

ontological actualized in memoires of place.  The paradox of  participants’ perceptions, which 

constitute subjective place-making in the present which excludes the ontological past of the 

historical series will be shown to produce a sense of uneasiness, which echoes the unease I felt in 
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this and the following discussions.  The paradox confronted me in my position as second-person 

cooperative action researcher desirous of critical reflection with teacher-participants, yet I felt 

challenged to put forth views that begged for further discussion.  

Audra Miller’s comment tapped into her experience at the Choctaw Indian Festival, 

which left her with the impression that Native Americans are privileged. Teaching from her 

present understanding of the region, which gleaned information from an event at the tribe’s 

economic hub, would be incomplete because her present series of place entwined with her 

subjective memory, gave an incomplete picture of the ontological memories inherent in the 

Choctaw people’s central story of exile and rebirth, or in the lived reality of life off the 

reservation (Choctaw Nation, 2015).  

Both teachers lacked direct experience with Native American cultures, which 

disadvantaged them in teaching lessons related to Native American people from the area.  

Creating memories through experiences formed with primary sources could tap into the larger 

past of the Wichita Falls area.  Lessons informed by the present series, with inherited political 

memories of the past, include misinformation and stereotypes, yet these could be layered with 

first-hand recollections to counter “the many false ideas” about Native Americans that Knight 

acknowledges.  In Miller’s case, her experience with a Native American group led to 

misunderstanding.  The present and past series must both be engaged in order to understand a 

place, and its shared conditions, but paradox besets synthesis of the two series. 

 

Analysis of a Paradox in Present and Past Series 

A paradox of time is how the present shares time with the past, because the present slips 

into the past at almost the same moment.  The present and its past exist together in actuality and 



165 

we experience it directly through place.  The experience of place is reliant on perception and 

subjective memory and hence can be misread or misconstrued as the only reality, yet a place’s 

past exists equally.  Deleuze (1988) writes about how both the present and the past are grounded 

in place, “In the same way that we do not perceive things in ourselves, but at the place where 

they are, yet only grasp the past at the place where it is in itself and not in ourselves, in our 

present” (p. 56).  As discussed earlier, historical series connect the experience of a place to the 

wider past, beyond an individuals’ psychological memory, encompassing a wide ontological 

past.  Historical series functions as a connection of the contracted past to present, connecting 

layers of history of a place to its encounter in the present.  

Enacting the contracted memory of the ontological past can be compared to looking into 

the past through a camera lens, capable of connecting to specific places by focusing on past 

events that took place there (Deleuze, 1988).  Bergson uses the term leaping into that place in the 

contracted past, through recollection that is not psychological, but is understanding the being of 

the past in general (Deleuze, 1988).  In describing historical series I allude again to Deleuze’s 

use of Bergson to explain how the ontological past becomes part of memory, 

It is only then, once the leap has been made, that recollection will gradually take on a 
psychological existence: ‘from the virtual it passes into the actual state.’ We have had to 
search at the place where it is, in impassive Being, and gradually we give it an 
embodiment, a ‘psychologization’ (p. 57).  
 
A historical series recognizes the ontological past and makes the events of the past 

significant again, enabling reassessment of the present.  Although historical series can be 

incomplete, without knowing all the stories of all historic participants, an engagement with the 

ontological past makes the present experience of place different.  For example, my limited 

experiential perspective limited my present series in Wichita Falls, but I researched the history of 

the area from multiple perspectives, and my experience of Wichita Falls reflected a greater 
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historical perspective.  This conflicted with participants’ experiences, and this paradox produced 

an unsettled sense throughout the events of the workshops (Williams, 2008).  As mine and the 

participants’ series moved through the events of this research, I show the relationships formed by 

teacher-participants with artists as series with potential to bring together psychological and 

ontological memory.  

 

A Teacher Paradox 

It was the event in an early meeting which initiated analysis of this sense production, the 

unsettling feeling that held my outsider knowledge in conflict with the participant knowledge.  

 Like many art educators, Knight teaches a unit on Native Americans and she “loves the 

culture,” but the lesson is about a group of people—outside Others who are not considered part 

of the community.  Knight considers some Indigenous groups significant, yet does not 

acknowledge their place in Texas.  She admits misinformation exists about Native Americans in 

the community and acknowledges there are different groups, yet she speaks of a homogenous 

Native American culture.  Another participant’s response reminded me of the utility factor that is 

part of many K–12 art educators’ ways of operating—in essence, “How can this information be 

useful to me and my students now?”  Claire Walker’s response to the February meeting follows: 

Where are we supposed to be heading with this place-based art curriculum?  We watched 
a video on Native Americans.  We looked at the cowboy as a part of western art. I don’t 
see Native American or rural students in our school district.  
 
Walker was looking for an artist who would be relevant to her specific population of 

students.  She did not see Native American students, so in her mind, they were not there. Walker 

was looking for an artist who fit her specific demographic of Hispanic students.  She was willing 

to consider unconventional artists from her area, like a chainsaw sculptor, because utility for her 
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classroom was her most important consideration, but she was not interested in a phantom she did 

not see reflected in her population, so a Native American perspective from the region was 

nowhere in the curriculum. 

Participants did not consider Native Americans for inclusion in a PB curriculum, because 

although these stories endure through ontological memory they were not connected to 

participants’ contemporary views of place.  Living Native Americans were not in the present 

sphere of the teacher-participants, even though several Native American communities thrive 50 

miles to the north of Wichita Falls.  Indigenous peoples became the missing X—their stories did 

not fit in these series.   

The missing X serves a function in Deleuze’s theoretical language.  It is shared between 

two different series and it can effectively bring them together.  By looking at the structure that 

forms the present and historical series, one is living with concerns of the present in the forefront, 

and the other is living with awareness that the past is actualized in the present.  Deleuze would 

say a disjunction is keeping the two series apart.  By using the structure of the paradoxical series 

of historical and present, to produce sense, the parallel series of place and time can be brought 

together through a third series of what is missing. Before exploring the function of the missing 

X, I will share the story of how museums also informed my understanding of Native Americans 

and had a part in my engagement with the historical series and in actualizing the virtual past. 

 

Nowhere But in Museums 

My past experience teaching about Native American artists and their artifacts contributed 

to my critique of participant’s views.  I found teacher-participants’ statements challenging, 

because of my experience teaching about Native Americans and their art at the Joslyn Art 



168 

Museum, in Omaha, Nebraska.  Having been an art museum educator for ten years in the 1990s, 

I had facilitated multiple experiences for the general public with Native American culture 

through the study of artifacts in the collection, which broadened my knowledge and instilled a 

cultural sensitivity.  I often engaged with artifacts which the museum conferred with 

authentication of Native American origin.  I developed knowledge of the contracted past through 

contact with and study of these artifacts and their makers, and from there began to build layers of 

understanding about Native Americans that connected to ontological memory.  My experiences 

with Native American culture and people were facilitated in and through the museum.  The 

Joslyn’s exhibitions and programming treated Native American art as part of a living tradition.  

The museum’s exhibition of Native American art integrated the historic and the contemporary 

and also gave regional educators opportunities to include the artifacts of contemporary Native 

Americans in their curricula through outreach trunks which contained the objects and media 

resources.  Yet, museums share in the paradox of assimilating a modern mission of cultural 

sensitivity and appropriate educational practices with a troubled history of misinformation and 

disrespect of Native Americans (Schwarzer, 2011).  For instance, the US has a history of 

appropriation of not just artifacts, but indigenous people. 

Ishi was the last known member of the Yahi-Yana tribe of California when he found his 

way to the museum in 1911, he was allowed to live in the cellar of the museum at the University 

of California in Berkley as a groundskeeper, and demonstrate his craft skills for the visitors, and 

upon his death, his brain was removed for study and kept at the Smithsonian for 80 years 

(Schwarzer, 2011).  This story is indicative of the callous treatment afforded to the remains and 

artifacts of Native Americans by most museums until the very recent past, yet the value placed 

on authenticity is still very much present in museums and in the American psyche.  Verifying the 
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authenticity of Native Americans’ art is part of a museum’s function, which leads to the 

perception that Native Americans are nowhere, but in museums.  Yet, as the site for this 

research, the WFMA’s stated mission as a regional cultural resource for North Texas and 

Southern Oklahoma communities, was limited by a very limited holding of Native American art 

in its collection.  The WFMA added status and authority to our work, so it seemed important to 

address this lack in our curriculum and I held to the principle of authenticity that I had learned as 

a museum educator in the 1990s. 

Respectful inclusion of diverse cultures is a valuable and stated goal of art education: to 

“promote just and inclusive learning communities in local contexts” (National Art Education 

Association, 2010).  Inclusion of Native American cultures had become common in art education 

as part of the inclusion of a multicultural discipline in education in the 1990s and museums in 

partnerships with educators diversified their exhibitions and their education initiatives.  This 

impetus informed my education and formed the common sense gained in my experiences 

embracing multiculturalism in White America.  Along with authenticity, this was the good sense 

I had learned in a museum.  Deleuze critiques common sense as the “assignation of fixed 

identities” and good sense as “categorization” which limits thought as the “only direction” (LOS, 

p. 3).  Looking for the authentic in Native American art, I would discover that the common sense 

of fixing identities in multiculturalism may need to be “unfixed” and the good sense of my 

museum training needed to change course.  Brookfield (2005) says common sense is the 

foundation of ideologies, but uneasiness surrounding them is cause for critique.  

As events unfolded I was forced to question my ideology because the paradoxes within 

the research produced a sense of unease.  Categorizing based on difference gave way to a more 

nuanced understanding by listening to other critical voices.  This was prompted by sense.  Recall 
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that sense is felt and assumed but often is inexpressible.  To facilitate the analysis of events, I 

arrange or put together paradoxical series to find the sense or nonsensical meaning of an event, 

which brought out the significance of events in retrospect.  

Recall a Deleuzian approach to synthesize the nonsense series is to bring together series 

of excess and series of lack.  I characterize my expertise as a series with an excess of 

accumulated common sense and inherited memory.  The challenging questions in the series will 

challenge this knowledge as well as fill in empty spaces in the historical series that demonstrate 

lack. The question of where the missing X, or Indigenous peoples’ series, fits is the challenge to 

knowledge.  As well as, who fills in the empty space in the historical series, which demonstrate a 

lack.  An empty space in the historical series may ask the question where or who.  Unrecognized 

personal and political memories constitute the missing X series. 

According to Foley (1995), ethnic and racial boundaries are produced narratively through 

mutual misrecognition.  Misrecognition denotes misunderstandings borne from incomplete or 

half-truths.  I felt that my time with participants was an opportunity for considering multiple 

stories from the area.  Teacher-participants’ perceptions of proximity were foiled by following 

the historic divide of the Red River. I saw this was one of the limitations to participants’ view of 

place, and an important aspect that my research question intended to explore. This seeming 

impenetrable divide inhibited a connection to the ontological past of the area, leaving the history 

of local place impassive, inactive, and virtual.  But Native Americans continue to live in the area 

and the Kiowa people consider southwestern Oklahoma, just 20 miles north of Wichita Falls, 

their homeland, where they have deep cultural roots (Schnell, 2000).  Teachers often use past 

tense when speaking of Native American cultures, presenting the impression that Indigenous 

peoples have seamlessly blended into the dominant culture and disappeared (Schnell, 2000). This 
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is where the paradox lies.  Because native peoples often have anglicized names and live in the 

mainstream, they seem to have disappeared and been replaced with symbolic gestures rooted in 

the past, such as bronze figures and street names, with authenticity sought out in museums.  For 

these reasons, Native Americans are often not included and considered to be lost or missing, but 

by understanding time differently, through duration, their legacy places them in the present. 

Understanding place and time as a function of duration makes this possible. 

 

Actualization of the Virtual 

Todd  May (2005) discusses how a person, through memory and perception, brings the 

past to bear upon the present and calls it “the actualization of the virtual” (p. 52).  This occurs 

through psychological memory; when looking back, a person remembers a past personal moment 

yet, also perceives “what is in front of one within the horizon of the past that one has lived 

through and the legacy of one's history. . . .the past and present are mingled: the past unfolding, 

the present creating and inventing” (p. 52).  This is not just remembering an event, but being 

formed by it.  The actualization of the virtual requires bringing together the present with the 

ontological past.  The paradox arises in the disconnect between the personal present series, where 

recognition is psychological memory and the historical series, which is where understanding the 

legacy of one's history and connecting to the ontological past occurs. 

T. May (2005) lists the following ideas of duration from Deleuze and expands on their 

significance [enumeration added]: 

1. It is all of the past that is actualized at every moment.  

2. There is no present that does not actualize the past.  

3. The past that is actualized exists. 

4. The actualization of the past by a person is the psychological moment. 



172 

5. The virtual past that is actualized is the ontological moment. (p.52) 
 
Hence, in order for persons to actualize the ontological past, they must first become 

aware of it and perceive its significance, or sense.  T. May (2005) goes on to distinguish between 

the psychological and the ontological memory, defining the psychological memory, which 

“represents the movement of recollection in the course of actualizing itself” and defining the 

ontological memory as corresponding “to a recollection that is pure, virtual, impassive, inactive, 

in itself”, and is actualized in the unfolding of the present, so “the psychological moment and the 

ontological moment, while distinct, are inseparable” (p. 52).  May reminds us that through 

duration the past is not a monolithic block, but that it is lived in actualization “from the field of 

the virtual” (p. 52).  Bergson theorized that we bring our being, which is of course part of our 

past, into our becoming in the present, noting that we have a difficult time believing that we are a 

greater part of the past than the present (Deleuze, 1988).  We lack an understanding that the way 

things are, is our choice to actualize the past from the field of the virtual.   

My neighbor Gorald Drennon is Kiowa; his immediate family lives in North Texas, West 

Texas and Oklahoma.  The lack of recognition of this minority group leads to a paradox of being 

unrecognized and undervalued. The negation and misinformation often replaced with myth, 

creates a paradox for Native Americans and minimizes possibilities for educators to actualize the 

virtual past, as seen in teacher-participant comments.  This missing factor of Native American 

voice creates a void.  It is the X-factor which situates Native Americans as an outside element. 

Recall that this missing X serves a function in Deleuze’s theoretical language, to be shared 

between two different series, to effectively bring them together.  

Teacher-participants lacked a connection to the historical series that included the 

ontological landscape of the Wichita Falls area.  This limited understanding of the actualization 
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of a virtual past limits curricula.  Native Americans were virtually not on the horizon, but could 

be actualized as participants created their place curricula.  Engagement with these ideas 

influenced my development of a third question as I grew to value duration as a useful way to 

think about place and time. I wondered: How might art educators gain a broader view of place by 

reimagining the virtual past through IG relationships?  This question extends the two original 

questions regarding how art educators might gain a broader view of place through working with 

older artists to understanding place’s past. This third question acknowledges that an ontological 

approach to time and place expands this research’s territory into the theoretical and the 

imaginative.  LOS grounds the imaginative by acknowledging the reality of the affective and of 

sense.   

 

Nowhere Nonsense 

Nonsense has a very special meaning in Deleuze (1990), it does not mean something 

makes no sense, rather it means it has its own sense.  The word nonsense resists the demand for 

opposition of series and instead invites non-contradiction (Williams, 2008).  Indigenous peoples’ 

story is equally about a historical series of place and challenges the nonsense of being excluded, 

of ever being considered nowhere, as their presence as a people has always been here.  I use the 

idea of Indigenous people who are considered nowhere as an ambiguous idea, or nonsense, or as 

Deleuze would say, a place that can produce sense.   

Consider here the words of my friend, Ciara, who is a member of the Rosebud Lakota 

Sioux tribe, “We are a people who have little history now.  It’s like they took our hard drive and 

wiped it clean.” She is questioning the way that her people’s ontological story can be 

manipulated to make it disappear.  
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Deleuzian Analysis and Views of the Local  

In the following I use LOS to find the significant meaning in local visual culture of 

Wichita Falls.  I asked participants to look for art and interesting visual culture of Wichita Falls 

document it in their journals of place.  The visual culture which holds memory of the local is 

often one of pride to community residents.  How Wichita Falls has recognized early inhabitants 

in constructed spaces in the past has shaped local peoples’ ideas.  There have been efforts in 

Wichita Falls to both honor and capitalize on its Native American heritage.  From looking at 

teacher-participants’ documentation in their visual journals of place it would seem that Wichita 

Falls’ visual culture referring to Native Americans is minimal.  

Although Wichita Falls boasts several monuments to Native American heritage, only one 

representation of a Native American monument was featured in the participants’ journals, the 

life-size bronze sculpture titled Wee-Chi-Tah, which features four figures crossing a flowing 

stream of water.  The legend states that the Comanche people named the site of the river crossing 

around Wichita Falls, Wee-Chi-Tah, meaning waist deep.  The bronze sculpture features four 

Native American figures, two on horseback, one child, and one woman situated in the stream of 

water.  The artist, Jack Stephens, said this was a misrepresentation of the word, saying the 

Comanche didn't have a word for waist deep, and that the Wichita people were named such by 

the Caddo, the indigenous people of East Texas, after the big arbors of thatched leaves and limbs 

they lived under, near the river (Andree, 2010).  Yet the legends hold sway in the community’s 

current telling of the story, as seen in current materials generated by Wichita Falls Convention 

and Visitors Bureau, a convenient nod to the missing Indigenous people who now live an hour’s 

drive away in Oklahoma (Wee Chi Tah, 2016).  This representational sculpture of historical 

Indigenous presence adds to the myth of the nowhere Native American—the phantom in bronze. 
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I learned at a Wichita Falls ISD workshop in 2010 that the elimination of an Indian 

mascot at Midwestern State University (MSU) several years earlier had been met with 

disappointment among some in the teaching community there.  An art educator had drawn the 

mascot, in a concept map of Wichita Falls and bemoaned its demise, and several other art 

teachers agreed.  Art education has a responsibility to address the racial bias found in these 

mascots although they have been defended vigorously by institutions of higher learning because 

of contested definitions of tradition, honor, and racism (Delacruz, 2003).  In 2006, MSU 

abandoned its 83-year-old tradition of the Indian mascot because of threatened sanctions from 

the National Collegiate Athletic Association, which deemed any “Native American mascot or 

logo as abuse to the Native American imagery and names” (Shelton, 2013).  Shelton (2013) 

reassures readers that “the campus still honors Native Americans with street names and statues 

like the Sunwatcher, which commemorates the university’s 75th anniversary and represents the 

South Plains Indians” (para. 1).  This generic memorial to the Indigenous people who once lived 

in the region is located at the intersection of Council Drive and Wigwam Trail on campus.  

Council is a generic word for a meeting of equals, which historically did not include Native 

Americans of the area, and wigwam is an inaccurate reference to South Plains Indians.  The idea 

that the university had been denigrating Native American people as a mascot and was continuing 

to generalize and misinform was troubling. 

Wigwam is a term for the domed structures of Native American groups that originated in 

the Northeast.  Tipi is a better term to recognize the nomadic people who lived in the central 

Great Plains, from Mexico to Canada, including the Kiowas and Comanches who used tipis for 

temporary shelters.  The commemorative landmarks of Native Americans on the MSU campus 

makes use of misinformed or generic terms and images.  An alumni group associated with the 
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university called the Kiowa Kooks are a nonprofit group that caters events in the community. 

Their name may be a holdover from the banned MSU mascot.  I noticed the group when they 

catered an arts event I was attending at the Kemp Art Center in Wichita Falls.  The Kiowa Kooks 

led me to consider how language as well as place forms us, and how the surface effects of 

language can produce sense.  I consider why this name troubles me by using series to create a 

disjunctive synthesis.  The disjunctive synthesis is a transforming function that connects series 

by generating difference to produce sense.  In the following discussion, I set up the disjunctive 

synthesis of two disparate groups of people, or series, which produces sense, an event worthy of 

discussion.  

 

Kiowas and Kooks: A Disjunctive Synthesis 

Making use of nonsense found in the paradox presented by the Kiowa Kooks of Wichita 

Falls will demonstrate how the use of disjunctive synthesis can critique and potentially transform 

political situations (Williams, 2008).  Nonsense can donate to the production of sense by 

bringing together series within language.  The nonsense I show in the name Kiowa Kooks enacts 

a donation of sense because it shows that the word Kiowa, in this one instance of critique, 

expresses a duality and can produce several meanings, or a contradiction, because Kiowa Kooks 

is a mixture that represents two distinct groups of people or series.  

As mentioned previously, Kiowa is the name of a once-powerful group of people who 

held sway in the area prior to 1867 (Red River Wars).  Kiowas have translated their name as 

meaning the principal people, signifying genuine, real, or true (Pritzker, 2000).  Yet Kiowa takes 

on a different meaning here, in combination with the word kook, which means eccentric, 

fantastic, insane, or screwball (Merriam-Webster.com).  Kook in this instance may serve a dual 
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purpose, as a play on the word cook, the MSU alumni group’s main fund-raising activity, as well 

as implying an eccentric group who is working for fun.  The disjunctive synthesis works by 

bringing together these two accounts of people, connected through the word Kiowa, which 

belongs to both, the word also keeps them apart since it has different meanings in the two uses 

(Williams, 2008, p. 65).  

In examples of language forms that tease out sense, Deleuze’s (1990) circulating word is 

one that moves back and forth in a series.  The series of Kiowa, as a self-defined people with 

centuries old traditions, functions as the X-factor that is both a missing element in one series and 

an element without place in another.  The recognition of Kiowa as the real and true people is 

missing from the Wichita Falls community, and the local organization of Kiowa Kooks use of 

the Kiowa name without respect creates nonsense.  Kiowa serves as a circulating word that 

produces the disjunctive synthesis, a rocky union of a disempowered Indigenous people and 

people within the current power structure, disempowering, and disrespecting Kiowa people.  

This brings together the paradoxical series of nowhere and present, or the absence of the Kiowa 

people’s proud history, and Kiowa Kooks’ fun.  This synthesis demonstrates one community 

disempowering another through language.  Kiowa presents ambiguity within a series where the 

principle people are not honored and are nowhere.  This analysis using the disjunctive synthesis 

of two series produces a sense of the Wichita Falls community’s relationship with its Native 

American legacy.   

The vestiges of institutional racism within the Wichita Falls area are a part of what forms 

the participants’ and the community’s understanding of the past, the historical series.  The 

actualization of the virtual past had moved through events of the Midwestern State University 

homecoming tradition led by an Indian inspired mascot, costumed in a feathered headdress 
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named Veesta (Shelton, 2012).  This is an example of how the campus community’s expression 

of limited understanding of history, perpetuated a community norm disrespecting Native 

Americans. 

In looking at the events of the action research, I will show teacher-participants synthesize 

the disjunctive series of present and historical by filling in the missing element, by finding a 

place for X—the missing voice of the ontological past.  This is important because theoretically, 

for participants to actualize a broader view of place, they should recognize the ontological past’s 

virtual inherence in the present.  This suggests placing the nowhere Native American story into 

alignment with the participants’ present series creates links with the ontological past to the 

present.  The participants’ present series and the parallel geopolitical Wichita Falls historical 

series are brought together with Indigenous voices to produce sense.  By teacher-participants 

considering the missing element of Indigenous voices, a disjunctive synthesis produced sense, 

reflecting the present and historical series toward one another, potentially revealing the virtual 

past.  The following narratives add the critical voice of contemporary Indigenous writers to 

provide contradictory knowledge to the common sense which I brought to the research and 

discussion.  

 

Present Voices of Indigenous Peoples 

The voices of underrepresented peoples, whom I earlier referred to as the “placeless”, can 

be found in critiques of mainstream culture.  Indigenous peoples provide critical views of the 

Eurocentric stories of colonialism, imperialism, and post colonialism (Alfred, 2009; Grande, 

2004; L. T. Smith, 2012).  Linda Tuhiwai Smith (2012) offers a critique of standard Western 

structures of rationality, such as reading, writing, ownership, history, progress, and research, as 
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well as ontological concepts of time and transcendence, calling all of them into question from 

Indigenous perspectives.  

 

Western History: Indigenous Time 

According to Smith (2012), history is not universal, it is real to those who write it and it 

does not respect those who exist in a different kind of chronology; for instance, it echoes human 

development and therefore places progress as a sign of maturity.  History is patriarchal and 

binary, thereby categorizing anything before as less than (L. Smith, 2012).  Conceived as a 

discipline during the Enlightenment, history was furthered by Hegel to promote the state, 

dividing up players into persons, citizens, heroes, and victims, or—those who “fall victim to 

anything in the great tide of events that happen to run counter to personal concerns” (Collinson, 

1987, p. 97).  Assuming there are always victims, sets up an outside Other, which produces a 

racialization that allows for comparisons between us and them (L. Smith, 2012).  When using 

history traditionally, contradictions within the grand narrative hinder purposes that the story was 

constructed to advance, to serve the teller’s story, and are conveniently left out.  Because history 

continues the marginalization of Indigenous peoples, it is important here to rethink its usefulness. 

Deleuze’s transcendental empiricism allows for thinking outside the structures of the 

Enlightenment and instead honors equally the experiences of all beings—humans, animals, and 

plants—just as in Indigenous cosmology.  Just as Deleuze’s duration recognizes ontological 

memory in which the past is actualized at every moment, the Native American view of time 

places both the past and future alive in the present, where histories and traditions are constant but 

at the same time in process (Jojola in Ballengee-Morris, 2008).  Smith (2012) demonstrates a 

conception of time in a visual model of processes for living and healing, set in a pattern of 
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concentric circles, which echoes the tide and depicts circular time.  The out-of-place or missing 

X series, where the past actualizes in the present, appears stronger when constructed in circular 

time.  The unrecognized presence of Indigenous peoples through their virtual pasts holds hostage 

the actualizing of the past.  Perhaps by recognizing the importance of place to Native American 

people, ontological memory can be grasped. Indigenous scholarship requires a construct that is 

both geographically rooted and historically placed which recognizes that “the sacredness of lands 

on which previous generations have lived and died is the foundation of all other sentiment” 

(Deloria in Grande, 2000, p .116).  Reconsidering the materiality of place and language as where 

and how the past inheres in the present is significant in this research. 

 

Whitestream and the Portmanteau 

The forced dispossession of land and acculturation through colonization has caused 

destruction of native peoples’ way of life, and some Indigenous critics see reconnection to the 

land and land-based cultural practices as the only adequate response, the only way to heal 

wounds (Alfred, 2009; Grande, 2000).  The centrality of place in these accounts suggests that for 

Native Americans the actualization of the virtual can be found in the missing X of place.  The 

Native American series can produce sense by presenting a counterpoint to what Grande (2000) 

calls whitestream thinking, which essentially has placed them nowhere.   

Whitestream is a term coined by Grande (2000) that she uses to refer to “the cultural 

capital of whites in almost every facet of U.S. society” (p. 181).  Cultural capital is wealth in the 

forms of knowledge, skills, education, and advantages that a person has, which confers a higher 

status in our society.  Cultural capital acts as a social relation within a system of exchange that 

includes the accumulated cultural knowledge that confers power and status (Barker, 2004).  
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Whitestream is a portmanteau word—a new word or morpheme whose form and meaning 

are derived from blending two or more distinct forms (Merriam-Webster.com).  The following 

consideration of whitestream as a portmanteau word expands its meaning for use in this analysis.  

Deleuze gives the portmanteau a special function, as esoteric words.  It brings disjunctive 

elements together yet ramifies them, allowing the user to choose which direction to take its 

meaning.  Very different words and greatly ramified series are synchronized by portmanteau 

words.  Deleuze uses the example of the word frumious from Lewis Carrol, a combination of the 

words furious and fuming, which can be used to express two different ways of being angry.  By 

using the portmanteau, Carrol’s character can express both degrees of being angry with one 

word, and the word presents two ways it can be interpreted.  This is what Deleuze meant by the 

ability of the portmanteau word to ramify the series.  Likewise, in the case of whitestream, 

Grande’s synthesis can be explored for the Indigenous perspective it brings by allowing the word 

white or stream to dominate the interpretation. 

White in whitestream represents the dominant culture of white society in the US.  It 

replaces the word main in the more common phrase mainstream.  White more clearly states its 

meaning in the predominance of White as the normative look of middle class America, yet when 

combined with stream, whitestream could reference western progressivism that continues to 

change an area both geographically and socially.  In terms of the landscape, a stream is 

transitory, cutting, sculpting the land, bringing change—constant and flowing.  The sense 

production of this portmanteau word gives whitestream the ability to ramify two meanings: first, 

it points out the cultural capital associated with skin tone, and second, it points out the 

progressive movement of dominant culture towards change, even transforming the natural 

landscape, seen as a negative by a culture with a spiritual attachment to place.  In this manner 
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Grande’s (2000) whitestream carries with it movement, temporality and sense.  It conveys a 

spiritual disconnection with the land and unrelenting progressivism.  

In whitestream, “the disjunctive synthesis offers the real definition of this portmanteau 

word” (LOS, p. 47), because it brings together the excess in the expressed, in that we readily 

understand the meaning, and lack in the expression, because white, the indistinguishable skin 

tone so easily substitutes for main (Matias, 2016).  Movement and temporality are identifiers of 

mainstream American culture and fit within a present description of place.  The memories 

inherent in place are minimized in whitestream thinking and suggests the city’s transitory nature. 

In contrast, Indigenous culture with the long view of place, is represented as part of the virtual 

horizon of the past.   

In critical Indigenous thought, ancestral land is the spiritual tie to life and family (Alfred, 

2009; Grande, 2004; L. T. Smith, 2012).  According to Alfred (2009) First Nation peoples’ 

disconnection from the land was the herald of disintegration of family and community, and the 

loss of their Indigenous culture in Canada and the US is evidenced in the violence and self-

destruction that are now their central realities.  Actualization of a virtual past filled with loss 

continues for Native Americans too, often with the added challenges of substance abuse and 

poverty.  This loss plays out in their lives as their historical struggles inhere in the unfolding of 

time.  Until the dominant rhetoric of whitestream American educators, and art educators in 

particular, acknowledges that Native Americans are a diverse group, alive today in every part of 

society, our education system will continue to objectify them (jagodzinski, 1997).  

Rethinking how Indigenous cultures is portrayed in a community’s visual culture is 

important to consider in creating PB curriculum. This research shows that without embracing the 

virtual past and understanding place’s long story, people cannot fully appreciate place.  Not 
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acknowledging the ontological moment which actualizes the virtual past in the present, leaves 

people’s understanding of the present incomplete, which leaves the view of place incomplete—a 

passing landscape with a partial past.  Without recognizing the ontological past of a place, its 

unfolding in the present is not acknowledged, nor are people aware of how it affects the way 

people live, in the stories they tell, nor in the comfort or discomfort they feel walking down the 

street.  When this is missing, place may be experienced from the outside as simple landscape 

(Lippard, 1997) or from the interior, through psychological memory limited to personal 

experience.   

I troubled aspects of the visual culture of Wichita Falls by showing its myths, 

monuments, and half-truths about Indigenous people to explore sources of teacher-participants’ 

perception of place.  I experienced the nonsense in our action research group’s limited 

connections to Indigenous people in their ontological memory through critical questioning and 

reflexive writing of teacher-participants.  Reacting to the sense produced, I created a disjunctive 

synthesis showing the participants’ lack in understanding the virtual past of the Indigenous 

people.  In the following section, we meet an artist who hesitantly represents Indigenous voice 

through the actions of her coresearcher.   

 

Section 3: Series Produce Sense with a Paradox of Sensation and Simulacrum 

The engagements with older artists allowed participants to revisit the past through an 

event where a story was shared, questions were asked, and an experience from the shared history 

of place was brought to light.  The artists donated sense through sharing their contracted 

memories of the ontological past with participants.  Older artists shared recollections bringing 

the virtual past into the participants’ present experience of place, and their recollections of an 
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ontological past could layer with participant’s subjective memory.  Moments of sense opened-up 

the events to actualization of the virtual, because we were learning experientially through 

artworks and the artists’ stories.   

The following narrative unfolds these moments, both in the second-person inquiry of 

action research and in my first-person reflections on my limited understandings and analysis, all 

within a Deleuzian framework.  The paradox of my misunderstandings of authenticity produces 

sense which demands reconsideration of learning experiences with participants.  I begin the 

following section telling the stories of the artist Mary Stephens, and teacher-participant Carol 

Rose, and their relationship.  The story revisits the event where Stephens joined our teacher-

participants to share her work. 

 

Identifying Native American: Mary Stephens and Place 

 Rose introduced Stephens this way: “She is a local artist here in Wichita Falls; however, 

she does have roots in Oklahoma.”  Rose then began the presentation by reading a page from the 

Century Publishing website: 

The Native American spirit soars from the works of Mary E. Stephens.  The watercolors 
depict her understanding of the folklore of her own Native American heritage.  Oklahoma 
is the artist’s birthplace, but the artist lives and maintains a studio in Wichita Falls, Texas.  
Her exhibitions span the country from California to Boston.  Her favorite shows and 
repeat performances tend to reflect her home territory, Texas and Oklahoma (emphasis 
added) (Century, 2013).   
 
Rose raised her fists in celebration as she added, “Which is just what we want, 

absolutely!”  Rose understood the importance of broadening our research across geographic 

borders, and Stephens brought a perspective about culture north of the Red River boundary of 

Texas and Oklahoma, which was missing in Wichita Falls.  Yet, I was not sure.  The website 

photograph of the woman with blonde hair and green eyes made me wonder if she was Native 
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American or did she just paint Native Americans.  The portrait of the fair-skinned artist had 

caused me to question the authenticity of her claim to that heritage.  I assumed all Native 

American identity was readily marked by hair and eye color, and facial features, and had not 

considered more complex issues surrounding Native American identity.  My problem with 

Stephens’s authenticity, prompted by the online publishing company’s information, troubled me 

throughout the workshops and summer seminar and created a paradox between the learning that 

participants reported and my personal ideology.  

My museum work had included firsthand experiences with several Native American 

artists and their artwork.  The Joslyn Art Museum’s mission of interpreting visual art included 

the living traditions which characterized contemporary Native American art.  At Joslyn Art 

Museum, I learned from a Navajo mother and her adult daughter about the long-term damage 

caused to Native Americans by forced attendance at boarding schools, a common practice from 

the late 1800s through the 1960s to enforce “Americanization”.  The two were presenting a 

weaving workshop at the museum and the mother shared a story about her personal struggle to 

create a family life for her daughter, without the benefit of having experienced living at home as 

a child herself.  This personal encounter broadened and deepened my understanding of one 

aspect of Native American life—an imposed and disruptive cultural tradition.  Influenced by that 

experience, I hoped that our group would benefit from meeting with a Native American artist. 

Instead, when Rose introduced Stephens, I was a little disappointed and confused.  

I did not know Stephens’ story when she was presented to our group, but I had suspected 

Stephens of cultural appropriation, from the website that sold her work.  Her watercolors of 

Native Americans demonstrated knowledge of the people who had originally lived in the area, 

with convincing details, but lacking the pedigree of tribal affiliation, left me wary of claims to 
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Native American authorship.  Later I came to understand this as a more complex issue.  The 

sense produced by this paradox led me to theorize place, authenticity, and appropriation. 

 

Paradox of an Artist’s Authenticity  

When Rose presented Stephens’s images of Native Americans I positioned myself as an 

authority on the “authenticity” of Indian-ness, and earlier, when I viewed Stephens’s work on the 

Century Publishing website, I had personally discounted the value of her images, deeming them 

romanticized.  I was concerned about including her artwork that hinted at cultural appropriation, 

although the screening of Reel Injun at a workshop a month earlier had not led to a discussion of 

cultural appropriation, and it seemed to be solely a concern of mine (Diamond et al., 2010).  The 

romanticized Indian may haunt the unconscious as the untamed, natural Other and represent the 

desire for a "back to the garden" experience that those of us who came of age in the 60s and 70s 

recall (Mitchell, 1969).  Along with others of that generation, I shared in the idea of the 

benevolent Native American as myth personified (Grande, 2004).  Yet, I come from a modernist 

perspective that discounts romanticized art and my preference for abstraction and realism came 

from my ’70s academic training.  My museum experience added to my sense of authority, and 

my encounters with Stephens’s art was influenced by my belief that authenticity in Native 

American art was related to those with tribal affiliations.  All this presented a paradox, as I was 

questioning the authenticity of Stephens’s work due in part to my experience working in a 

museum in the 90s.  I had acquired good and common sense as a museum educator, and wanted 

to categorize things with readily identifiable labels, yet Deleuze suggests identity imposes 

standardization and infers quality (1990).   
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Essentialist and idealized depictions and benevolent "Indian worldview" reached the 

height of popularity in the 1980s (Grande, 2004, p, 94).  Commercially viable "Indian-ness" was 

produced due to anti-racist, counter hegemonic forces at work which resulted in idealized 

American Indian identity and culture.  The problem is that this commitment to an "essentialized 

Indigenous world view and consciousness became  . . . a pervasive and almost requisite feature 

of American Indian critical writing" (Warrior as cited in Grande, 2004, p. 94).  Some Indian 

communities have been motivated by essentialist depictions of American Indian culture and 

identity to support their struggle against "identity appropriation . . . cultural imperialism and 

corporate commodification" which leads to a clear demarcation between Indian and non-Indian 

(Grande, 2004, p. 94).  In retrospect, the common or good sense acquired through my museum 

education was motivated similarly, and I had not been able to see beyond it.  Grande (2004) goes 

on to say that although essentialist and idealized identity provides Native Americans with 

necessary protection against cultural encroachment, it perpetuates whitestream fantasies and the 

subjugation of Native Americans politically and socially.  My paradox became one of wanting an 

artist to represent Native Americans yet also wanting the artist to fit a specific profile.  My 

critique was informed by the Indian worldview of the 80s and was not aligned with 

contemporary Indigenous thought and therefore it was limiting my present.  My historical 

perspective, placed Stephens work outside my idealized expectations.   

On the other hand, Rose had shown connections to Stephens on multiple levels.  Rose’s 

journal of place demonstrated a general interest in Native American art and artists and, along 

with notes related to her work with Stephens, she displayed a reproduction of a photo of a Native 

American and his horse and noted responses to her inquiries about area museums that show 

collections of Native American art.  I had mentioned the name of a contemporary Kiowa artist, 
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Yellow Hair, at one of our earlier meetings, and she had jotted his name in her notes.  She was 

informing herself about local sources to learn more about Native American art, although Rose 

said she chose Stephens because she was acquainted with her from art classes at Midwestern 

State University (MSU).  She noted that Stephens “deserved the spotlight and the recognition 

because she is capable and she is such a talented artist.”  

Stephens was an established part of the Wichita Falls art community, having lived and 

worked there since the late 1990s.  Rose met many of the successful female artists in Wichita 

Falls from her time at MSU in the 90’s and listed them as a way of honoring Stephens in her 

introduction to our group. “Polly Cox, Scottie Parsons, Jeanette Heiberger, and Wanda Ewalt and 

now–Mary Stephens.”  Two of these artists were deceased, and Heiberger and Ewalt became part 

of our research and would contribute their stories as well.  Stephens knew or had known all of 

them.   Honoring played a small part in the dynamic encounters that took place with our group 

and the artists.  The recent deaths of several of our artists’ cohorts made us aware of how the 

finite aspect of time contributes value to the relationships with older artists, and honoring them 

seemed like a natural extension of recognizing them. Tribute is an easy way to show deference to 

someone aged, and I had done so in a weak presentation honoring three of these Wichita Falls 

artists several years earlier.  I wondered about the nature of honoring.  Is it a gift given by 

someone of unequal status for something that is difficult to quantify?  Is it given more freely 

when there is an end in sight?  

In this study teacher-participants treated their artists’ choice as partners in the spirit of 

cooperative action research, working together with them in discovery, which enabled their 

capacity to synthesize memories and bring about a broader understanding of place.  The 
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following story of Stephens’s contribution to our group and her relationship with Rose 

intensified my paradox by both supporting my research goals and raising questions.  

 

Stephens Painting Native Americans 

Stephens was best known in Wichita Falls for her rich collage work, yet Rose brought 

Stephens’s Native American-inspired watercolor paintings into focus by introducing her with a 

presentation comprised of images created 25 years earlier.  For the presentation, Rose used the 

commercial website marketing reproductions of Stephens’s watercolor paintings of Native 

Americans as her resource.  I assumed Stephens had grown beyond this stage in her art and was 

concerned that placing the images into the curriculum might imply Native Americans still lived 

in the past.  I didn’t realize Rose understood the significance of the images Stephens would talk 

about because she had recorded a life story interview with her earlier as part of her research.  

Stephens grew up in Oklahoma, and the Native American-inspired artwork reflected a part of her 

experiences there.   

Stephens is very soft-spoken and often answers questions tentatively, explaining things 

until she comes to a suitable end, which becomes the answer.  Before Rose began to describe the 

images, we asked Stephens to introduce us to the series of paintings.  Stephens explained that she 

painted this set of watercolors at the request of Century Publishing, who bought them.  She said, 

I used to go to a lot of powwows and take the photos. . . and found some beautiful people 
and made some good friends.  I began to feel uncomfortable, feeling that it seemed like I 
was infringing on the Indian art and I felt uncomfortable doing that, so basically I 
stopped.  Even though I had been painting Indians since [she shook her head to indicate 
she couldn’t remember]. . . I was in grade school. . . before anybody else was doing it.   
 
Rose’s introduction of Stephens, read from Century’s website was now leading me to 

believe that she was Native American, and I asked her if she was.  She responded by shaking her 
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head no and then holding up her hand with two fingertips together, “Well, my father was one-

sixteenth.”  I quipped about needing higher math skills to figure out what percentage that made 

her.  This joke referenced a quip from Will Rogers, a world-renowned Oklahoma humorist 

whose mixed ancestry included Cherokee (Carter, 2005).  Shaking her head, she pointed out, 

“You have to register,” referring to the lengthy enrollment process necessary to become a legally 

recognized Native American citizen in the United States.  Rogers’s humor pokes fun at the idea 

of quantifying who one is in percentages, yet that is what the U.S. government did through the 

concept of blood quantum in the Indian Reorganization Act of 1934.  Following my inquiry, 

Rose showed slides and read the titles of the works and Stephens talked about the source of each 

image, providing us with her background knowledge.  The following section is from a recording 

of Stephens at the April 3, 2013 meeting which was accompanying slide images. 

 “These again are from photographs that I took at powwows or just. . . gatherings.  

Lawton has a lot of gatherings.” I found the term “gatherings” later when searching Native 

American websites. 
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Figure 5.9. Kiowa Heritage. Mary Stephens. 

Lawton, which is situated 50 miles north of Wichita Falls, is situated on land given to the 

Kiowas, Apaches, and Comanches in the 1867 Medicine Lodge Treaty.  The second largest 

group of Kiowas in Oklahoma lives in the Lawton zip code area, and the surrounding counties 

are considered the Kiowa homeland with Carnegie, 50 miles to the north, serving as the tribal 

center (Schnell, 2000).  Although primarily in Oklahoma, areas of North Texas play an important 

role in their story and are included as homeland.  The Kiowas hold strong emotional ties to the 

area of southwestern Oklahoma, which historically was meant to limit and contain them as a 

reservation but now symbolizes their resilience (Schnell, 2000).  A land base for a tribe is 

essential for preserving language and maintaining culture (Indian Country Diaries, 2006).  The 

Kiowas call this area a homeland, indicating that it exceeds landscape features and landmarks 

and creates a sense of wholeness, group identity, belonging, and community (Schnell, 2000). 
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Stephens’s watercolor reproduction, some created from photographs taken at powwows 

over 25 years ago still sold on Ebay in 2015.  Toelken (2006) states in Pow Wow Culture that the 

powwow is "one of the most rapidly growing expressions of ethnic awareness and identity to be 

found in the world today" (Indian Country Diaries, para 1).  The image of the Kiowa child 

dancing (see Figure 5.9) is a naturalistic representation that demonstrates pan-Indian powwow 

regalia.  Pan-Indian borrows bits and pieces of dances and social customs from many tribal 

traditions (Indian Country Diaries, 2006). 

 
Figure 5.10. Gorald Drennon, Kiowa, Gourd Clan. 

 

Later, I learned about the items specific to Kiowa tradition from my neighbor Gorald.  I 

had photographed him one evening when he had dressed in traditional Kiowa regalia for a house 

blessing, and proudly posed by a Remington print of plains Indians on horseback for a portrait. 

Gorald has a wide-ranging aesthetic that included all kinds of visual culture.  He explained he 

was from the Gourd Clan, and his people had originally come from the Black Hills and 
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Wyoming.  He was referring to his ancestors’ oral history.  He had acquired the bone-bead 

choker, the skunk berry necklace, and the shawl and sash from family and friends.  He explained 

the red and blue shawl and sash represent night and day, and that one changes the color showing 

when the time of day changes.  He acquired the rattle at an Indian pawn shop in Lawton.  His 

most prized possession is the eagle feather that had been given to him by his grandmother, which 

he holds in his right hand (see Figure 5.10).  This eagle feather carries special significance, as do 

each of the elements of this regalia, yet the gross generalizations seen in the be-feathered sports 

mascots are sadly what many Americans know and understand about Native American culture, 

which in turn causes a blow to the self-esteem of Native American children (Teters in Delacruz, 

2003).  The paradox of idealized depictions is that they can extend to gross generalizations and 

stereotypes and perpetuate whitestream fantasies of one-dimensional people.  The details in 

Stephens’s paintings became a basis for my conversations with Gorald about his Kiowa heritage, 

which provides another material link to the concept of land-based cultural practices in the 

present, which can create psychological memories with the contracted past.  
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Figure 5.11. Dowry Ponies. Mary Stephens. 

“This is from a girl who actually sat for me.  When an Indian girl became engaged to be 

married, her father provided a dowry that was usually livestock” (see Figure 5.11). 

A portrait of a young Native American woman with long, dark hair streaming in the 

wind, backgrounded by a herd of horses, alluded to the Kiowa dowry tradition.  I later asked 

Gorald about this tradition.  He said that his grandmother, who had died in the late 1960s, had 

told him she had been worth five horses.  As I later grew to realize Stephens’s knowledge of the 

culture was well founded, I grew more confused about my desire for authenticity, and its demand 

for identity.  Identity and categories narrowed my definition of what Native American is, just 

like Federal legislation had.  Basing identity on looks leads to categorization and limits.  Deleuze 

warns that narrowing definitions misses the point of events and their sense production.  The 

paradox of limiting someone’s identity by arbitrary authentication is nonsense, and I discuss the 

problem of authenticity later by exploring the paradox that this produces. Rose’s last slide, The 

Trader (see Figure 5.12) presented yet another paradox. 
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Figure 5.12. The Trader. Mary Stephens. 

 

Stephens explained the man dressed in buckskin is a reenactor, someone who dresses in 

costume and reenacts aspects of the pioneer days at annual events in places like Lawton.  She 

shared that she painted a series of reenactors.  I wondered why she left modern clues to his 

identity in the painting; for example, the aviator glasses that the trader sported. In comparison, 

some of the Native Americans in her paintings seemed placed in the past, and I wondered to 

myself whether she was creating for and thereby pandering to an audience who had been lured 

into the romantic notion of native peoples stuck in the past, limiting views of what is and is not 

Indian (Strickland in Schnell, 2000).  The reenactor was acting authentically, but were the Native 

Americans authentically placed as well?  This ramified the paradox I sensed in Stephens’s work 

of representing people differently through difference in times, past and present.  

 

Paradoxes of a First- and Second-Person Stance 

Foley (1995) suggests as an academic I represent someone who is after authentic culture.  

Foley writes about Native American appropriations by Whites, stating, 
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One has to remember that journalists and academics have replaced the white pony 
soldiers.  Whites took most of the land; now they are after this strange thing called 
“authentic culture" or "ancient wisdom."  Now they come searching for genuine cultural 
artifacts and for juicy, exotic stories (p. 99).  
 
Was I complicit with the academics that Foley (1995) refers to, in my demand for the 

authentic?  How was I different from Century Publications, which distributed Stephens’s Native 

American images to quench a thirst for “authentic culture"—and to make a profit?  I was 

questioning Stephens’s authenticity, despite her knowledge of powwows, her early experiences, 

and her genealogical connection with a Native American great-great-grandparent.  Was I 

fascinated with cultural knowledge because it was exotic and conflicted because Stephens didn’t 

fit my profile?  The problem of authenticity was possibly a false problem.  Perhaps I had created 

the paradox.  Stephens had stopped making this series of artwork because she had questioned her 

own privilege.  I found several paradoxes.  This paradox—of Stephens’s pride in her early 

artwork yet discomfort in continuing to make it—was mirrored and perhaps even channeled in 

my conflicted views.  I learned about an Indigenous culture within the context of her artwork and 

presentation, yet I felt conflicted by Stephens’s prior claim to authenticity as a Native American 

artist, and its implication of cultural misappropriation.  More importantly, Stephens had added 

something positive to our meeting, beyond her story.  Her visit to our workshop session created a 

shared field (Heron & Reason, 2008).  

As she told her story, I observed the relationship that was developing between Stephens 

and Rose and the rest of our group. I noted that Rose and Stephens were sharing something 

powerful which positively affected all of us.  Stephens’s addition to our workshop that day 

brought our group together in a way that produced sense.  Heron and Reason (2008) write about 

this significant meaning calling it the “shared field” created by a group, who can sense a 

qualitative shift as the dynamic of a meeting unfolds (p. 368).  The positive shift brought our 
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group together in a relational way and expanded our experiential learning, through our 

experience with an artist and her lifeworld (Heron & Reason, 2008).  This workshop meeting 

offered an instance of experiential learning, as we shared in learning about place and art through 

an artist’s story.  We experienced action research as a cohesive group of coresearchers because 

Stephens brought us together in a mutual learning experience.  The experience of a shared field 

was an event of experiential learning in cooperative action research.  It encouraged an attitude of 

inquiry and greater curiosity about the other teacher-participants’ research and experiences with 

their chosen artist.  

The intimate setting of women art educators and artists created a shared field that was 

receptive and generative.  The seating configuration for that day was around a circular table, 

which supported spontaneous sharing.  Members participated equally and listened attentively in a 

natural dialogue, all aspects of “interpersonal clearing . . . which provide a fertile ground for 

opening to communion” (Heron & Reason, 2008, p. 368).  The dynamic of age difference 

between Stephens and our group came into focus in discussion of the breadth of her experiences 

in places and in times which none of us had experienced.  The narrative palpates the sense of the 

shared field event.  The collegiality of this meeting was encouraged by the dynamic between 

Stephens and Rose.  Rose was open to experiential knowing in her encounter with Stephens, and 

Stephens exhibited vulnerability and human sensibility, key attributes to cooperative action 

research (Heron & Reason, 2008).  In contrast to our previous meetings where discussion had 

spun out of control into freewheeling arguments, followed by a meeting with too much control, 

this meeting was different.   

Stephens’s openness in sharing her story regarding her art and life encouraged 

recollections among us, with themes that bridged generation specific knowledge.  For instance, 
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as Stephens explained her art making process, she theorized how artists’ ideas often seemed to 

share a common source.  She gestured with her hands circling as she said, “I used to think there 

is this bird at work that drops ideas into people’s head, because I have noticed that people from 

different areas come up with similar ideas”.  I said, “We used to call that cosmic consciousness”, 

sharing my connection to a cultural slogan of the 1960s, which was a misuse of a term meaning 

identity with the universe (Burke in Wilber, 1999).  I meant a global awareness, as a way of 

explaining commonly held artistic impulses and I went on to share my understanding that 

everything seems to be available today because of electronic media.  My explanation of a 

popular phrase from the 60s placed me generationally in a time relative to participants, 

connecting an idea to the past, but not a place.   

Later, after lunch that afternoon, a group discussion led to reflections about varied 

limitations to careers and educational choices experienced in earlier eras where gender mattered 

more (Rosenberg &Thurber, 2007).  Our age difference was a positive factor producing value in 

our discussion by realigning what was common practice in earlier times for some participants to 

similar experiences of today, like career and college choices.  I attribute the shared field effect 

that took place at this meeting to the personal connection shared by Rose and Stephens, which 

extended to other members of our group in an event of IG learning, and an example of the 

intersubjectivity that is produced in cooperative action research. 

The shared field effect enlivened the involvement of members in the action research, 

giving them a greater sense of autonomy as coresearchers.  Rose’s presentation of Stephens and 

Stephens’s openness to us, modeled a partnership of coresearchers.  Yet it added to my paradox, 

as this encounter with Stephens conflicted with doubt emanating from my belief in Whitestream 

authenticity.  This paradox produced the unsettling sense similar to that which had caused me to 
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rethink my action research plan, when I realized participants and I held discordant histories of 

the area and brought greater awareness to my stance as a first-person researcher.  

The two series of how I experienced Stephens’s artwork and Indigenous theory, and 

Stephens’s shared field with participants, follows two divergent paths, similar to my position in 

the action research dividing into first-person critic and second-person participant.  

Acknowledging the divergence of these parallel series, my first-person critique continues here 

and my second-person experience of action research with participants, theorized within an IG 

learning experience, follows in the next section.  My critical stance questioned how an artists’ 

authenticity might affect the larger research questions.  How teacher-participants might gain a 

broader views of place by reimagining the virtual past through these relationships seemed both 

supported and sabotaged by the sense-producing aspects of Stephen’s art and story.  Exploring 

the issue of authenticity through LOS led me to connect with larger ontological as my 

understanding of cooperative action research developed.  

 

Critique of the Authentic 

When Stephens told us that she had stopped producing Native American artwork, I hoped 

participants would see that misappropriating another culture’s imagery was an unacceptable 

practice for an artist, as that is what my museum educated concept of authenticity dictated.  In 

contemporary art practice, appropriation is an acceptable practice.  Borrowing images and 

objects made by another artist is done for conceptual purposes which can challenge, celebrate or 

critique a culture (Barrett, 2011).  Stephens’s images celebrated a culture, yet Indigenous 

theorists see appropriations of Native American art as thefts of cultural property because such 

appropriations accelerate a people's being deprived of a specific history or language, which 
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encourages the political and ideological domination of Indigenous Americans by mainstream 

culture (Shanley, 1997).  My concern was that Stephens’s art lacked an authentic connection to 

Native American heritage and thereby was wrongly borrowing imagery belonging to Native 

Americans.  My critique of her images as romanticized and appropriated presented a paradox in 

my aesthetic philosophy, which could be generalized to art education’s problem with cultural 

appropriation through romanticized imagery, which I will address later. 

 

Paradox of Authenticity and Experience 

To find sense in the paradox of Stephens’s artwork and the concept of authenticity and 

appropriation, I return to Deleuze’s concept of the event and reconsider my use of the concept of 

authenticity in discussing Native American culture.  Authenticity had created a paradox for me 

echoed in Stephens’s decision to stop producing images of the culture she had self-identified.  

Whitestream thinking wrongly extends the notion of authenticity to people, by only allowing for 

difference in standardized categories that can be labeled authentic.  It limited Stephens by putting 

her in an identity paradox at one point, which forced disavowal of her claim to a Native 

American identity.  Instead, I revisited the event through further research by considering 

Indigenous voices as an element which could changes the relation of Stephens’s series within my 

paradoxical series.   

According to Linnekin (1991) authenticity may be an intellectual diversion, yet the 

concept remains entrenched in popular thought and is an emotional and political issue for 

Indigenous peoples, particularly for those engaged in political struggle.  To Indigenous peoples, 

authenticity may mean a time before colonization when they were simply the people Indigenous 

to the land (L. T. Smith, 2012).  Smith (2012) continues: 
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What counts as “authentic” is used by the West as one of the criteria to determine who 
really is Indigenous, who is worth saving, who is still innocent and free from Western 
contamination.  There is a very powerful tendency in research to take this argument back 
to a biological “essentialism” related to race, because the idea of culture is much more 
difficult to control. (p. 77) 
 
Authenticity supports an essentialist theory of identity.  This theory of identity treats race 

as a stable and homogenous construct, as if members of different racial groups retain inborn and 

constant characteristics that set them apart from others and mute identity’s inherent complexities 

and contradictions (Grande, 2004).  Earlier when I considered Stephens’s appearance and name, 

as well as her blood percentage, I felt justified in finding her work inauthentic and 

misappropriating.  Perhaps Stephens accepted this essentialist theory as well when she stopped 

producing her Native American themed work for fear of “infringing on the Indian art”.  By 

reconsidering my stance in light of Indigenous knowledges, I disrupt the whitestream’s control of 

my art educator stance, and the event can be reconsidered without the disempowering concept of 

the authentic, by replacing it simply with Stephens’s story. 

Authenticity is a way of diverting attention away from qualities that an object, person or 

discipline exhibits by substituting the arbitrariness of identification (Linnekin, 1991).  Deleuze 

uses paradox in LOS to challenge the common sense of identification and categorization and the 

good sense of assignation, because this can lead too easily to designating good and bad, or as 

Grande (2004) said, who or what is worth saving.  Deleuze sees the problem of identification and 

classification in language is that it eliminates the potential of creative uncovering as an event 

unfolds.  Had I been open to discovering what Stephens and her artwork offered that day, rather 

than listening to my museum-made good sense, looking for an arbitrary authenticity, I may have 

been able to learn more from the material she presented.  Later, listening again to her tell her life 

story in the recorded video intensified the paradox that challenged my whitestream “given 



202 

knowledge” and self-assured categorization.  As she told her story of growing up among the 

Seminole people of Ada, Oklahoma, I learned Stephens’s experience offered a mixture of 

qualities that represented the story of a young artist immersed in the culture of a place.  Her 

remarkable story of developing as an artist included the influences of an Indigenous culture from 

a very early age.   

 

Stephens’s Story Revisited 

After Rose read Stephens’s long exhibition record ending in 1993 from the Century 

Publishing website, Stephens said, “That all was a long time ago.”  When Rose introduced 

Stephens to our group, it was clear that Rose had a deep appreciation for Stephens as an artist 

and as a person.  Stephens had previously shared her connections with Native American culture 

in Rose’s life story interview.  At our April meeting, Stephens recounted many of the details she 

had told Rose.  She had grown up in the Konawa/Ada area of Oklahoma, among the Seminole 

Indian population.  She had a boyfriend who was Native American, and his mother was her 

Sunday school teacher, and she enjoyed learning about his family’s life. 

It was Rose’s choice to present Stephens’s older work in the presentation; Stephens had 

come prepared to show her recent collage work from exhibition catalogues.  She had continued 

to move away from the early work.  Yet, by sharing this work, which existed in a virtual online 

world, with her personal recollections she was actualizing the ontological past.  By 

demonstrating that Native American people and culture were a part of her personal story, 

Stephens’s historical series connects the contracted memories of ontological past with our 

group’s present series or psychological memory of place.   
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Changing Relation of Series of Sense  

My thinking about Stephens was narrowed by my whitestream viewpoint, and my 

historical series was informed by whitestream myth.  Stephens had shared that she quit doing the 

watercolor series because she felt like she was “infringing on Indian art”, yet her past 

experiences within a Native American community constituted an aspect of her identity.  As our 

series moved through the event of the workshop, my stance left no gap for the missing X, 

acknowledgement of Indigenous knowledge, through Stephens.  I use Deleuze’s disjunctive 

synthesis of series of excess and series of lack to better understand the paradox.  Stephens’s 

series could be interpreted in the Deleuzian way of having an excess of the needed element, 

Indigenous knowledge.  My belief in authenticity corresponded to an essentialist view that 

negated Stephens’s story and closed a door for a nuanced understanding. My historical series had 

placed Stephens nowhere.  Rather than “authenticity” I should have been looking for how 

Stephens’s life had unfolded uniquely within place.  The unfolding of difference asks us to look, 

rather than identify.     

Deleuze suggests that we be open to the changing relations of series through events. 

Using Indigenous knowledge allows me to move through the event differently and produce the 

sense of pure event by allowing a revisiting and realignment of the series within the event.  In an 

earlier example of extinction of a mink population, due to over consumption, Williams (2008) 

explains “to consume—good, to diminish in number—bad”, to explain how movement through 

events affects the quality of relations (p.3).  Similarly, Indigenous knowledge provides a way to 

look at the changing relations of series that opens up new ways of understanding.  In this new 

view, there is a two-way sense-producing relation of series and event by re-associating values or 

what Deleuze calls “pure differences”.  Sense introduces meaning or value into a system, and 
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here Indigenous knowledge introduces sense into the event by providing difference to the 

infinitives to give and to learn9.  In revisiting this event, Stephens recounts how she composed an 

image, and I am open to the Indigenous knowledge she is sharing.  Stephens’s Native American 

series produces sense aligned with Indigenous knowledge, allowing the infinitives to give and to 

learn to move freely through the events.  My common sense or whitestream knowledge, and the 

good sense of my museum education, dictated what was authentic knowledge and what was 

valuable to give and to learn, and anything deemed outside the authentic was not valued.  

Indigenous knowledge critiques the idea of authenticity and opens up a knowledge base to give 

and to learn from multiple experiences.  Grande (2004) notes that theories of difference should 

be rooted in discussions of power, social justice, and historical memory.  Replacing the static 

idea of identity and its discourse of authenticity enables me to displace my narrow vision, which 

created an unsettling sense, a paradox.  I embrace Stephens’s memories of the past and 

psychological experiences of place, exploring an aspect of her identity which was hidden and 

disempowered.  By listening to her life story I could reflect on the whole of her experience and 

her historical memory.  

My critique of Stephens’s artwork as misappropriation and romanticism are in opposition 

and challenged as I move through the event again.  As I look for the sense-producing aspects of 

Stephens’s artwork I reconsider the concept of authenticity within the discipline of art.  I revisit 

the good sense of my earlier museum education and Deleuze’s challenge to the power of the 

authentic in the concept of simulacrum.  

                                                 
9 The psychologist/ philosopher Luce Irigaray used basic infinitives to express common human interactions and 
Deleuze identified these as a means to enliven series and events.  
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Appropriation or Simulacrum Produced for Friends 

Stephens’s sale of original watercolors over 25 years ago to Century Publishing Company 

had assured a legacy for herself.  The Native Americans that she recorded in photographs and 

reinterpreted in watercolor brought together aspects of her earlier life experiences through 

images.  At Stephens’s memorial service there was an exhibit of some of her smaller, older 

artwork displayed.  To my surprise, I saw a painting of a Native American with long braids and a 

collared, short sleeved plaid shirt.  It was a portrait of a middle-aged Native American man in 

contemporary clothes.  I realized The Trader was not the only person whom she had 

contextualized as a contemporary and the publishing company had curated a collection of a 

particular, idealized Native American to sell to the wider public, while Stephens had painted both 

contemporary and historical people.  

My view of Stephens’s published images as romanticized reproductions had placed them 

on unequal terms with what I had considered more authentic art forms.  Deleuze’s concept of the 

positive sense produced through simulacrum allows me to reconsider these artworks for what 

they did, or as Deleuze (1990) would say, for how they worked.  Re-examining these works in a 

different context, provides another means of sense production.  The commercial reproduction 

and marketing of these watercolors are part of the visual culture popularized in response to the 

idealized American Indian identity put forth in the 1980s (Grande, 2004).  The images fed the 

desire for the authentic culture and genuine cultural artifacts that Foley (1995) refers to.  

Today terms like real, genuine, and authentic are still in common use, yet they are not 

descriptive and should be situated (G. Fine, 2003).  Both authenticity and simulacrum are 

celebrated, marketed, and commoditized to feed our experiential cravings—the former for 

having a genuine experience; the latter, for creative or excellent copying (G. Fine, 2003).  
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Simulacrum undermines the original while taking images, content, and nuance from it (Deleuze, 

1990).  To reconcile a tension between the authentic and the simulacrum, Bendix (1997) 

recommends deconstructing how a disciplinary subject has been constituted historically and 

questioning how authoritative knowledge is produced. 

Bendix (1997) argues that authenticity was variously used as an agent to define the 

disciplinary subject, differentiate it from other cultural manifestations, and critique competing 

theories.  The value of the authentic in art was critiqued by Walter Benjamin as photography and 

lithographs made images easily reproducible at the beginning of the 20th century (Benjamin, 

Jennings, Doherty, Levin, & Jephcott, 2008).  Benjamin links authenticity to its relationship with 

transcendence by coupling the spiritual with the cultish object and the secular with the 

reproduction (Benjamin et al, 2008).  Maintaining a connection to divinity became at once the 

goal and strength of this cultural knowledge, and experience of the authentic was the origin and 

essence of being human (Bendix, 1997).  The authentic object carries an “aura” within it that 

museums venerate and that patrons come to experience, “which determines its place in history 

and its traditional authority” (Heine, 1998, pp. 109–110).  The reproduction, though, took on 

value as the function of art changed within the modern world, and the power of the ideal faded 

(Benjamin et al. 2008). 

Deleuze’s reasoning for his adamant reversal of Platonism included negation of the 

historical power of the ideal.  The components of an ideal culture were historically the focus of 

research, and authenticity was at the core of this ideal culture (Bendix, 1997; Smith, 2012).  

What lay outside of its boundaries was inauthentic and considered harmful to the ideal.  

Historically the cultural disciplines, including art and ethnography, made a commitment to 

"understand, restore and maintain the genuine” (Bendix, 1997, p. 4).  
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Deleuze’s (1990) simulacrum challenges authenticity as an agent in developing methods 

of analysis, and instead creates new paradigms of difference, which value the effect of things on 

the surface.  The surface effects are where we can find sense.  Yet the rhetoric of authenticity 

pervades and entangles the disciplines of art education and multicultural education (jagodzinski, 

1997).  A way around this problem is found in art education regarding Native American culture 

which demonstrates the positive effects of simulacrum in curriculum and critiques the problem 

of authenticity.  

Bequette (2005) found simulacrum to be effective in bringing area Native Americans and 

their crafts into California schools to teach Native American traditional arts.  Initially dismayed 

at the generic quality of crafts that were taught, Bequette wondered if projects such as 

dreamcatchers, god's eyes, or beaded pan-Indian designs make a school's foray into a 

multicultural American Indian arts curriculum less authentic and thus less relevant than more 

traditional Indian art.  Bequette concluded that “Authenticity. . . cannot be the sole measure of 

the Model Arts Program's cultural correctness” because authenticity “places an unrealistic 

expectation of native cultures to remain static and knowledgeable about historical artistic 

traditions” (p. 71).  This program placed value on the experiences in classrooms over the 

transcendent quality of the authentic, and enjoyed the leveling effect of simulacrum in the use of 

generic crafts in this American Indian Arts curriculum.  As I began to question the power of 

authenticity, I analyzed Stephens’s Native American artwork in the light of Deleuze’s theory of 

simulacrum.  

Like simulacrum, Stephens’s nuanced images are derived from an original source.  The 

commercially reproduced interpretive paintings honored the source and the ideal and rather than 

speak to a diversity of experiences of Native Americans, the images support a romanticized 
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Native American identity.  My personal critique of the imagery changed as I examined the 

images in consideration of the positive power of simulacrum.  Simulacrum is not the model or 

the copy and instead it is accepted for what sense it offers on the surface (Deleuze, 1990).  When 

the prints are viewed as a marketed series from the 1990s prompted by the 1980s idealized 

American Indian (Grande, 2004), they become visual culture artifacts, extending the meaning 

beyond Stephens to the ontological. Conversely, when the context of her paintings are shared and 

the people are understood to be her friends and acquaintances, their value as sense-producing 

events increases, by demonstrating that a  broader view of place was made possible by 

reimagining the virtual past through actualizing Stephens’s memories.  

 

Sensation Produces Sense 

Returning to where I began my story, I revisit Heiberger’s artwork and story.  Rethinking 

my claims to Heiberger’s authenticity of experience opened up different ways to view her 

contributions.  Acknowledging that art functions differently allowed me to value differently the 

sense production in both Stephens’s and Heiberger’s artwork.  I valued Heiberger’s figurative 

abstract paintings aesthetically.  When I had interviewed Heiberger, she credited her teacher 

Oscar Chelimsky for pushing her to explore figurative abstraction.  He had studied under Hans 

Hofmann, and this lineage gave Heiberger’s work greater authority in my mind.  Her artwork fit 

comfortably with my modernist notions of originality.  

Deleuze theorizes that the artist’s domain of lines and colors is on par with the 

philosopher’s domain of concepts (Semetsky, 2006).  Deleuze (1990) alludes to the power of the 

optical paradox as a means of sense production.  The power of painting to produce sense is 

discussed at length in the text Francis Bacon: The Logic of Sensation (Deleuze, 2004).  Deleuze 
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engages with art for "mutual resonance and exchange" within the domain of philosophy and his 

philosophical concepts give voice to "a general logic of sensations" (D. Smith, 2004, p. viii).  

Using the figurative abstractions of Francis Bacon, Deleuze (2004) poses the question:  How 

does art function?  Deleuze (2004) goes on to describe how the figure, fields of color, and 

contours tend to interact as the field intervenes with the contour and both dissipate as the figure 

strains toward the field.  To my mind, this could be a description of Heiberger’s abstract 

figurative paintings.  Her figures dissolve into the field and reappear through deft strokes of 

paint, creating elements that identify the figures as young or old, male or female, Native 

American dancer or basketweaver. (See Figure 5.2).  Deleuze’s embrace of figurative abstraction 

in 20th-century painting was a compromise in renouncing the representational, an important part 

of his philosophy (Colebrook, 2002).  Deleuze values unfolding of difference over representation 

and identity, similarly to figurative abstract painting, in which the figure can dissolve into the 

background and move forward in disjointed and distorted sections. 

This is how Heiberger’s painting functioned: on one level, rich abstractions of color, line, 

and shape, and on another level, a reminiscence of an event like the Gourd Clan ceremonial, 

which she would often attend, around July 4th in Carnegie, OK.  It is the most important annual 

event of the Kiowa people (Schnell, 2000) and one which my friend Gorald explained was 

significant in his people’s history.  I noted the similarities in Heiberger’s “Red Rattle Dancer” 

painting and in Gorald’s regalia (See Figures 5.9 and 5.12).  Heiberger’s story is valuable on 

multiple levels for art educators. (See Appendix C), including our PB initiative. 



210 

 
Figure 5.13.  Red Rattle Dancer.  Jeanette Harris Heiberger. 

 

 Sense-Producing Function of Art 

This question of how art should functions in PB art education led me to realize the equal 

value of both sensation and simulacrum when considering the context of the artist’s place and 

time.  The artworks of Mary Stephens and Jeanette Heiberger produces sense through affect and 

concept.  Their stories and artwork provide connections to ontological memory through their 

sense-producing affect.  Both artists’ work produced sense for me––in Heiberger’s, through a 

production of visual sensation, and in Stephens’s through simulacrum, and both inspired 

curriculum sensitive to place. 

Traditions from the ontological past are present in their artwork and demonstrate one way 

that the past inheres in the present when memories are actualized.  By referring to powwows and 

Native American traditions, both artists expand the horizon of the ontological past for 

participants by sharing how they have experienced the Texoma region.  Their art creates a legacy 

of their lived history and serves as a counternarrative to the visual culture of the Wichita Falls 
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area, which has at best minimized, and at worst disparaged the Indigenous people of the area.  

When participants and workshop attendees revisit the events of the workshops, and share the art 

and artists’ stories in the Pride of Place curriculum, they are offered an expanded view of place.  

This exemplifies what Deleuze refers to as becoming, the past unfolding, the present creating and 

inventing (T. May, 2005).   

In contrast to my limiting concerns, Rose did not question Stephens’s Native American 

link, because she accepted that interpersonal and sociocultural context are always a part of life 

story narratives (Baddeley & Singer, 2007).  Rose wrote in the curriculum that Stephens 

developed her first published series of paintings that “depict a deep understanding of the culture 

associated with her own Native American heritage” (NTIEVA, 2013, p. 79).  Rose continued to 

share Stephens’s experience of place with a broader audience through the curriculum text she 

produced, with participants in the summer seminar and with her students at the high school.  

Through images of Stephens’s artwork and narrative, Rose conveys the story of a child prodigy 

artist from Seminole County, Oklahoma, who attended to the cultural community where she 

grew up, and continued to learn about Native Americans as she developed as a young artist, 

eventually developing her signature style.  

Rose demonstrated positive growth through exploring all aspect of my research 

questions.  She gained a broader view of place through Stephens’s art and stories, and 

reimagined aspects of the virtual past through Stephens’s life which expanded her praxis and 

curriculum. In the following section I explore the IG learning in which Rose’s praxis grew 

stronger as she reflected on Stephens’s teaching and benefited from their mentoring relationship. 
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Section 4. Intergenerational Learning Produce a Sense of Place  

I related in the previous section that our group benefited from the breadth of Stephens’s 

experiences in different places and times.  I conjectured about the need for bringing awareness of 

Indigenous peoples’ actualized past to the Wichita Falls area, and the potential impact of 

Stephens’s stories.  I demonstrated the usefulness of sense in exploring the paradoxical and 

nonsensical.  In this section I use the same LOS to understand how age difference creates sense-

producing paradox and to show why it is valuable learning experience.   

I explore what other participants had learned because I was conflicted in the action of the 

research, in that my critical approach challenged participants. I felt the need to balance my 

critique with an openness to what they brought in a cooperative spirit of learning, part of the 

intersubjective aspect of cooperative action research.  The intersubjectivity in this research, 

regards shared meanings which are constructed by participants in their interactions with each 

other, as part of the everyday resource they used to interpret the meaning of elements of social 

and cultural life (Seal, 1997).  I challenged some of the participants’ opinions but could not 

disregard the understandings they brought about local place.   

I respected the cooperative nature of the research, yet as I attempted to understand mine 

and participants’ differences I was engaging a first-person aspect of action research, which 

heightened my awareness of incongruities between my research intent and my strategies 

(Torbert, 2006).  My historical series, informed by primary and secondary sourced research, 

moved through the events challenged by the present series of participants’ personal perceptions 

of place and this paradox created dissonance and self-doubt, producing a sense of unease.  My 

first-person authority as a scholar, researcher and former museum educator proved to be the 
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more difficult hurdle for me to clear, as I puzzled over how to adapt each month’s workshop, in 

light of my critical perspective.   

Compassionate intersubjectivity is an important aspect of cooperative action research, 

because each participant’s insights are heard and respected (Torbert, 2006).  Intersubjectivity is 

used in a social psychological sense, referring to a variety of possible relations of people's 

perspectives (Gillespie & Cornish, 2010).  IG learning is intersubjective through its very nature 

and participants have differing perspectives, in part due to generational age difference.  This 

research created events of intersubjectivity that brought artists and teachers, students and 

community together to share perspectives through stories.  The stories included Wichita Falls 

area social structure and history (Baddeley & Singer, 2007).  The experiential learning from 

these intersubjective relationships became the basis of participant propositional learning in our 

discussions and in visual and oral presentations, which represent the learning of cooperative 

action research.  To understand how these IG relationships work I use Deleuzian series to 

identify the contradicting or paradoxical series of the differently aged participants to produce 

sense and analyze what is significant.   

I theorize the relationships formed between educators and artists as series of difference 

brought together and held apart by the factor of age, which produces a sense that supports 

duration.  Referred to as intergenerational learning in psychosocial and educational literature, I 

approach it as experiential learning made possible by the qualities inherent in age difference and 

brought together thru the common bond of art and or visual culture. 

The IG relationship that formed between teacher and artist participants are discussed and 

analyzed as asymmetrical series to avoid the socially constructed identity of old and young 

(Iversen, Larsen, & Solem, 2009).  I demonstrate that the asymmetrical series are powerful in 
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producing sense and can produce sense in multiple ways. I identify IG learning events as series 

of an artist with a teacher-participant and/or students and/or the community.  I show through 

analysis of these series how age difference produced sense.  I continue the discussion about Mary 

Stephens’s relationship with Carol Rose and with our group, as an event of IG learning. 

Age difference is shown as a factor between series of participants and artists that brings 

participants’ present series into an encounter with a virtual ontological past.  I describe how 

Stephens’s story enables other participants’ subjective memories of place to “leap into” 

contracted memories of the past (Deleuze, 1988, p. 56).  Theoretically this shared contracted 

memory resonates within participants’ present experiences of place.  The IG learning events of 

this research brought together different experiences of shared places and facilitated learning 

about place through memories.  I revisit the event where Stephens shared her art and story with 

participants and discuss how learning in cooperative action research added to the participants’ 

broadening understanding of place.    

Although the events of this research brought everyone together through the common 

element of appreciation of art, it was the difference in their life experiences that produced sense 

in ways unique to IG relationships.  Rose’s appreciation for Stephens extended beyond her 

knowledge about place and art.  The relationship had a special quality that I identify as 

mentorship, a developmental outcome of IG learning.  The following narratives and discussion 

explain how the IG learning event produced sense, which anchored a friendship built in 

mentoring.  

 

Adult Intergenerational Relationships 

Rose considered Stephens’s watercolor prints an important part of Stephens’s artistic 
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heritage because she had painted them 20 years before when she was living in the bordering state 

of Oklahoma, so life in Oklahoma was an important part of Stephens’s story.  Rose collected 

Stephens’s life story interview before we met as a group. She chose images that informed about 

the importance of place in the larger region connected to Wichita Falls. Yet, the life story 

interview proved to be the most important part of building their relationship.  

The life story interview was a key component of the action plan in this research.  It was 

the encounter of each art educator with an older artist through an interview followed by writing 

and telling the artist’s life story through a narrative (Atkinson, 2007).  The life story interview 

involved a dialog in which the teacher-participant asked questions and transcribed the artist’s 

story about his or her lived experience, which offered the teacher a unique perspective of being 

welcomed into the artist’s life (Atkinson, 2007).  Rose digitally recorded Stephens telling her 

story and made it available for members of our research group and later showed it to her classes. 

Rose also transcribed salient points into her journal and into a biography for our curriculum unit.  

Rose’s work with Stephens continued beyond the curriculum project requirements, with a studio 

visit to digitally record Stephens’s collage process and reflective writing to make sense of what 

she was learning from Stephens.  Rose and Stephens had developed a unique connection, and the 

life story interview provided a way of being in positive relationship with each other (Atkinson, 

2007).  The following section will explore this relationship as a social interaction of 

intersubjectivity to show how it produced sense, how sharing a life story can be empowering to 

both the teller and the interviewer, and which key element strengthened their relationship.  This 

leads me to analyze IG learning theoretically as series of difference to disengage the social 

construct of young and old in IG relationships and to expand on IG learning’s possibilities.   
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Life-Stage Theory 

One of my first notes following the summer seminar, written as I began to review the 

data of this research, stated, “Through the process of action research Carol has made a very 

personal connection to an older artist” (July 5, 2013).  Rose shared several key connections with 

Stephens, including a love of animals, which she noted in her journal and a lifelong study of art, 

but something else was at work, which sustained their relationship.  Rose expressed through 

writing and discussion that her experiences with Stephens were inspirational.  I had thought their 

relationship was one of mentorship when Rose proposed that she was like a student to Stephens. 

A mentor is defined as one who teaches or gives help or advice to someone who is less 

experienced and often younger (Mentor).  Although the two had been acquainted previously, this 

new relationship was the result of the life story interview process, which brought them together 

and invited sharing.  Cumming-Potvin and MacCallum (2010) strongly suggest that relationships 

formed between mentor and mentee through the activity of sharing stories allows participants to 

experience their lives and their world more meaningfully in a community of practice.  

Baddeley and Singer (2007) discuss how telling the life story narrative changes at 

different stages of life.  It is usually a co-creation between child and parent or teen and teen, yet, 

in middle adulthood onward, the life story narrative is adopted as part of the stories of others, 

those to whom we have shared the pursuits to which we dedicate our lives (Baddeley & Singer, 

2007).  In Stephens’s case, she was co-creating her story with Rose by telling her story of 

growing up as an artist, a story to which Rose related and made her own.  Rose wrote, “She 

remembers how she started drawing using pencils and yellow writing pads she ‘stole’ from her 

father. . . . Mary loved his yellow writing pads!  Then she used the walls when she couldn’t find 

paper” (NTIEVA, 2013, p. 78).   Rose supplemented this story when I interviewed her by 
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recounting her own early childhood transgressions, using her mother’s lipstick to draw on walls.  

By sharing in this narrative act, Stephens invited Rose into her world and Rose participated.  The 

factor of age may have increased Stephens’s interest in telling her life story because in old age 

people return stories to the community (Baddeley & Singer, 2007).  I explore further how the 

effects of age difference influenced Rose and Stephens’s relationship through the lens of life-

stage theory, which generalizes common experiences of age. 

Rose and Stephens each reflect concerns over distinctly different life situations that typify 

their different life stages—middle adulthood and older adulthood. As reported through a study of 

life story narratives, the theme of agency, including achievement, status, self-mastery, and 

empowerment typifies middle-aged adults (McAdams, Hart, & Maruna in Baddeley & Singer, 

2007).  The theme of reminiscence dominates the older adult narrative (Watt & Wong, in 

Baddeley & Singer, 2007, p. 195).  These distinct themes of agency and reminiscence are 

reflective of age difference and are a part of Rose’s and Stephens’s stories respectively.  These 

are some of the differences that were brought together through their special relationship.   I show 

that IG mentoring is a special way of bringing together age-related differences and generating 

expanded social development.  The following narrative demonstrates instances of growth made 

possible by the mentoring relationship, through telling what Rose brought to the relationship. 

 

Carol Rose’s Teacher Series 

The stresses of teaching and how it affected participants’ choices in this action research 

are part of each participant’s story.  In Rose’s case, she was still adjusting to a switch from 

teaching K–5 to teaching high school art.  Rose was in her second year of teaching secondary 

students.  She shared the challenges of her new high school department, saying the “first year 
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was very hard getting used to the size of the kids” after 15 years as an elementary art teacher.  

She sounded stressed and isolated when we talked during a break at the National Art Education 

Association conference in March.  She indicated a desire for camaraderie in meeting her 

challenge as the newcomer in a three-person art department, where she sometimes felt 

unsupported by fellow teachers. 

Adjusting to a new instructional setting and the loneliness that can accompany fitting in 

with a pre-existing art department was something I connected with from my previous teaching 

situation. I shared that I too had joined an existing department of two other art instructors when I 

reentered secondary art teaching and at first felt overwhelmed, isolated, and puzzled.  Rose 

shared that although she had studio experience in clay and sculpture, she did not feel like she had 

access to a kiln because it was in another art teacher’s room.  She was given seven Art 1 classes 

to teach, which can be particularly stressful due to the nature of introductory level classes.  

Rose’s stress was not because of lack of teaching experience or ability; she had a master’s degree 

in art history, excellent drawing skills, and sculpted in clay.  Rose had completed her master’s 

while teaching elementary art, despite a two-hour commute to classes.  She still continues to 

produce artwork in her spare time.  My experiences and perspective saw Rose in need of some 

encouragement and self-confidence.   

In Stephens, she found a sage artist who connected to her on multiple levels, as a studio 

artist, animal lover, and Native American.  The following will demonstrate that even though 

Rose’s inquiry into the artist’s life began as pure research, it became a place where she gained 

inspiration and confidence because Stephens shared not only her life story and art technique but 

through that, her philosophy of life and art.  Rose took these lessons to heart and shared these in 

her journal, her curriculum, and her presentations to the community.  
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Presentational Learning in Rose’s Journal 

Rose presented what she learned from the mentoring relationship in her journal of place. 

The journal was intended as a way for participants to extend experience and document and share 

their growing awareness of art in Wichita Falls.  Yet for Rose the journal became personal, 

documenting the experiential learning she gleaned from Stephens and her artwork.  A journal is a 

form of presentational knowledge that keeps alive the “comprehensive qualitative richness of 

actions and experiences” of the action research (Heron & Reason, 2008, p. 373).  Rose’s journal 

served this function and extended the epistemology of cooperative action research from 

experiential to presentational learning through a reflective and creative process.  Her journal 

provides insights into her connections with Stephens as an artist. The journal highlights what 

Rose learned from Stephens’s life story interview and studio demonstration.  Additionally, Rose 

had video recorded and shared the interview with Stephens, and these recordings gave me the 

opportunity to see and hear the resource material for Rose’s journal work.  

Stephens’s philosophy, quotes, and interview transcriptions dominated Rose’s journal of 

place.  Unlike other participants, Rose used her journal to document her personal learning from 

multiple sources, incorporating notes from our workshops, personally important visual images, a 

collage about learning, and personal encounters with art and Stephens. The relationship with 

Stephens seemed to empower Rose.  She wrote a bold statement in her journal declaring that she 

was appropriating the journal of place to focus on her own personal growth, to make a statement 

about what she values and what kinds of art are important to her.  When I put out a call for 

participants to share their research journals at a monthly workshop, she wrote this reflection in 

her journal, “She [Liz Langdon] also needs to state here that whatever I am recording for my art 
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journal of the visual culture of PLACE is okay” (C. Rose, unpublished journal, March, 2013).  

She listed the choices I had given them for their journals and added: 

So any of the confusion is on Liz Langdon, because this project has several objectives: 
for me to gain knowledge and understanding through my personal research; for me to 
share that with my students and colleagues in ways that will increase their learning and 
understanding. (C. Rose, unpublished journal, March, 2013)  
 
In her exit interview, she reiterated the personally reflective aspect of her journal, which 

represents her own personal preferences in art and research and how they connect with the 

group’s research.  Explaining why the journal had become so important to her and how it 

functioned for her, Rose said,  

These were things that Mary [Stephens] said, and I wrote things down because I just was 
like a sponge with her.  I wanted to absorb everything she could tell me.  I really 
benefited, I think, doing this research with her.  
 
Rose took handwritten notes of her interview with Stephens and transcribed them, adding 

a reflexive element to her journal by graphically emphasizing text important to her.  Rose made 

the journal a document of her personal journey through this research, as indicated by her 

language and choices for inclusion.  A page in Rose’s journal, shown in Figure 5.14, 

demonstrates she valued Stephens’s wisdom by graphically recontextualizing it.   

Rose created the poem Sojourner from her interview with Stephens and continues in text 

which explains how Stephens worked in series, “as one painting does not always explain her 

intent,” allowing that the “paintings evolve into the next ‘series’ as an offshoot [where] ‘One 

thing leads to another’ or ‘with every action there is a reaction’–a reaction to grow and develop 

further” (C. Rose, unpublished journal, March, 2013).  Recontextualizing the life story interview 

into poetry demonstrates collaboration with Stephens.  Rose reflected and commented upon what 

Stephens told her and reformatted it to share poetically, and in this way demonstrated she valued 

it.   
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The Work of Mary Stephens (as a Sojourner) 

Sojourn (v): to live somewhere temporarily as on a visit  

Sojouner (n): Mary Stephens  

Take chances with your art. Reach, don’t keep reinventing the wheel. Your experience is 

invaluable—  

Nothing is ever wasted, not your time, your materials, nor your perseverance. 

You are an artist.  

Enjoy that freedom to create. 

Enjoy that freedom to sojourn in your work, your technique, and your dreams.  

Figure 5.14. Rose’s journal page The Work of Mary Stephens: as a Sojourner. 

Rose also produced three videos; one was of Stephens’s life story interview and another, 

a video produced in three parts, of Stephens demonstrating her current collage technique for 

Rose’s students.  A third was a video version of what I had originally asked for in a journal of 

place, which Rose produced in keeping with the original objective of showing personal 

exploration of local place. 

This excerpt from the audio recording of Rose’s interview with Stephens reveals her 

philosophy about art and life as she talks about content: 

Stephens: I like to be able to communicate to someone through my painting.  Nothing is 
more satisfying [than] to have someone look a long time at my paintings and ask 
questions. “Why is that in the painting?”  I don't always have an answer, because 
sometimes it is serendipity. Things just happen. I love that when things just happen.  
Leave it alone and paint will do what it will do. 
  
Rose: A happy surprise.  

Stephens: Absolutely.  (Stephens’s interview with C. Rose, April, 2013)   

Rose’s journal notes included this remnant of the conversation: “Her favorite word is 

‘serendipity’, which means ‘when things just happen, it’s a happy surprise!’’ (C. Rose, 

unpublished journal, March, 2013).  Combining Stephens’s words with her own in this way 

demonstrates the situated emergence of a narrative, which Rose created to convey an 
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understanding of what she is learning about art in collaboration with Stephens in the life story 

interview (Atkinson, 2007).  

Stephens was scheduled to present at the summer seminar for area educators but missed it 

due to her sudden illness; instead, Rose presented Stephens’s artwork in a brief slide show and 

led a studio experience for participants, using the collage technique she had learned from her 

studio visit with Stephens.  During the afternoon workshop, I observed Rose working confidently 

with the adults and quoting Stephens, to reflect Stephens’s art making and philosophy.  I heard 

“serendipity” echoed again and again as Rose relayed Stephens’s approach to collage and 

painting in repeating workshop sessions. Rose demonstrated pride and confidence as she shared 

the artistic legacy of her mentor. 

 

Social Development in Mentoring 

Rose’s reflections and presentations of what she learned demonstrated a deep admiration 

for Stephens.  She had developed a personally significant relationship with the artist over a short 

time of one month, which benefited her in multiple ways.  The relationship contributed to her 

social development and when a mentoring relationship is between a younger and older person, it 

is typically defined as IG mentoring (Kuehne, 2003).  Adult mentoring between generations has 

been studied and is considered a valid means of personal and professional growth (Fletcher, 

2007).  Good mentoring relationships between adults go beyond the formal boundaries of 

professional and intergenerational helping relationships, and take place in a mutually supportive 

and informal environment (Phillips & Hendry, 2000).  Stephens’s experiences, shared through 

the life story interview and studio visit, provided both content for Rose’s lesson and support to 

buoy Rose’s sense of confidence.  This kind of support among adults in a mentoring relationship 
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has been discussed as helpful to the younger mentee in developing the possible self.  The 

“possible selves” construct is a person’s ability to realize her potential within a collaboratively 

supportive and challenging mentoring relationship in a social dialogic context (Fletcher, 2007, p 

76.).  On the simplest level, Rose met the challenge to develop and present curriculum and an 

art-making experience to her new peers and later, her high school students.  She also exceeded 

the expectations of this obligation in developing a friendship with Stephens, and it was within 

this dialogic context, which gave Stephens support and a sense of camaraderie, that Rose learned 

a philosophy that supports her realization of her possible self as artist.  

Rose conscientiously and affectionately conveyed Stephens’s lessons about art and place, 

sharing them in the summer seminar with peers, with her students the following year, and at the 

statewide and national art education conferences.  Rose demonstrated confidence and authority 

as she shared Stephens’s work in various settings.  The relationship seemed to empower Rose to 

realize her potential in her new roles as teacher-trainer and high school art teacher, increasing her 

status and contributing a sense of agency to her work.   

I asked Rose about intergenerational learning and whether she thought that was part of 

what was happening with Stephens.  She said,  

I didn’t see it at first.  At first, I thought that I was researching a local artist because she’s 
from Wichita Falls and I thought it was just for the pure research, but after researching 
her and . . .  meeting her, getting to know her, I realized that there was an 
intergenerational concept going on between the two of us, because she’s a little older than 
me.  But comparing her to myself, and then to my students—yes, there was some learning 
that was taking place . . . [for] me as student. 
 
Rose proposes the relationship was like a student to a teacher, after realizing that their 

age difference contributed to a different kind of relationship.  She was learning from Stephens in 

a supportive, collaborative dialogic that nurtured her possible self as artist and teacher.  Rose 

gained agency through her relationship with Stephens, which I witnessed through her 
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empowerment as a workshop presenter at the seminar and later through the artwork her students 

produced following her lesson on Stephens.  

Stephens shared reminiscences, including what lessons she had learned from life and 

through art making.  The life story interview facilitated both telling and reliving stories and in so 

doing, it brought to life again the stories that she held in her “heart, mind and soul” (Atkinson, 

2007, p. 238).  Stephens demonstrated a connection to Rose by sharing her philosophy and 

personal confidences, including health concerns and sadness over the death of a grandchild.  The 

reciprocal aspect of their mentoring relationship lent a sense of camaraderie to the relationship 

that older artist often lack.  Perhaps Rose’s friendship countered losses of Stephens’s cohorts, 

including Polly Cox in 2005 and Scottie Parsons in 2011.  Aging artists must deal with an 

increasingly smaller network of age cohorts as their multiple networks of professional 

connections and friends diminish (Jeffri, 2007).  Mentoring is mutually revitalizing, with benefits 

for both mentor and mentee (Chipping & Morris, 2006).  The event of IG mentoring offered 

Stephens more than a substitute for age cohort friendships, because she gained validation and 

recognition of her life’s work from sharing her reminiscences.  Rose’s comments regarding the 

depth of sharing in their relationship, along with Stephens’s affirmations, led me to think about 

the relationship as an event of sense, because sense adds greater meaning to an event (Williams, 

2008). 

 

Intergenerational Relationships Produce Sense 

Sense is not an attribute represented physically, “but one that is palpated, in other words 

felt,” and it inheres in the event (T. May, 2005, p. 95).  This event of IG mentoring caused me to 

wonder if other forms of IG learning are sense-producing event and if sense production was a 
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key element of all IG events.  As I became aware of the sense production in other IG 

relationships in this research, teacher-participants’ work challenged me to reconsider IG learning 

beyond the socially constructed notion of young and old.  Theorizing the IG event opens 

possibilities to consider how the relationships enable different understandings about age, place, 

and time.   

To understand the IG event, I frame participant experiences as series of difference 

brought together in a relationship with the potential to produce sense.  I use series of experience 

to revisit the concepts of duration and becoming in relation to time.  I show that IG learning 

events are sense-producing experiences of learning and becoming. 

I analyze the event of IG learning to understand the effects of experience, of what 

Deleuze (1990) refers to as the bodily side of events, with its action and passions.  This is 

important because I use the experience of the IG learning event as a way of actualizing the past 

in the present through duration.  Deleuze refers to Aion time, in recognizing that the present is 

where the past and future inherently exist.  Recall that Deleuze utilizes Aion time to distinguish 

the active present as the place where becoming happens:  “Only the present exists in time and 

gathers together or absorbs the past and future. But only the past and future inhere in time and 

divide each present infinitely” (LOS, p. 5).  I will conjecture that the experience of IG learning is 

a becoming. 

To support analysis of the experience, I use series to generate a structure that frames the 

IG event.  By designating each as series, I use series to combines the aspects of participants and 

their attributes relevant to the research.  For example, Stephens and aspects relating to her 

artwork and her stories is a series.  Rose’s series of art educator and artist is the complementary 

series.  The series relate well because as series “each reciprocating side determines the other, but 
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only as something in movement, resistant to identity and disruptive of any settled structure, like 

knowledge” (Williams, 2008, p. 63).  This fluidity is important in describing event because 

events bring series together for a point in time.  The relationship of the two people is in flux 

because it is in conjunction with the event and what they choose to share in the relationship.  

Sometimes the event is sense-producing.  In revisiting the event of Rose and Stephens, I show 

how their relationship is structured as two series that share a difference, which produces the 

event of mentoring and learning.  This IG relationship brings together two series of difference 

through the common element of art. 

  

The Paradox of Time in the IG Event 

The IG relationship is defined by the age difference of a generation, yet the two series of 

younger and older reflect another kind of difference that may explain what draws the two people 

in the relationship together, yet often keeps them apart.  Difference is the puzzling factor that 

causes the series of young and old to connect in the event of IG relationship and it can be found 

by considering how age separates us, found in the paradox of time.  Consider how the paradox of 

time is common to both old and young, yet is approached differently based on one’s perspective.  

The question of youth in consideration of time is “Where should it go?” whereas the puzzle of 

age is “Where has it gone?” (Williams, 2008).  The question reflects a future focus, and the 

puzzle laments time’s finite quality.  The paradox of time is the shared element, yet the 

perspectives of each age group varies, usually keeping the two apart.  These two questions of age 

provide a paradox that can produce sense when brought together through IG relationships.  The 

series of youth and old age form a paradoxical series that Deleuze might characterize as follows: 

one series with an empty place, and the other having an extra element without place, like in the 



227 

game of musical chairs when one person is left standing.  Stated more simply, the two series 

could be one of lack and one of excess, and the paradox of time that forms the contradiction or 

paradox in the series also produces sense.   

I experiment with the series of Stephens and Rose to see if this analysis of their 

relationship as a disjunctive synthesis works. I analyze the separate series through the use of the 

“empty place and the placeless occupant” (Williams, 2008, p. 65), or lack and excess. 

Experiences associated with age are lacking for one series, the “empty place” of the mentee, and 

life experience in excess, or “the placeless occupant” of the mentor.  The paradox of time 

acknowledges one series as having an empty space or lack, and the other series as having excess 

or as being the placeless occupant.  What makes the relationship work is the difference in kinds 

of experience, which will be described here as part of the series of excess and lack. Stephens has 

a lifetime’s experience as an artist, shared in her art and life story.  This excess experience is 

characterized as the placeless occupant before the event that brings the two together.  Stephens’s 

life story represents the placeless occupant, wandering about like the bird she referred to in her 

story of where ideas come from, waiting to drop from the sky and fill the empty space.  In this 

case, her experiences find a place in Rose’s series.  Rose was lacking information about regional 

art and Stephens’s techniques, and Stephens brought her own self-assurance and professional 

camaraderie to the event.   

Further examples of series of excess and lack from these two series include the series of 

Rose’s lack of agency, brought together in the event of IG mentoring with Stephens’s series of 

empowering knowledge.  Stephens has excess experience as an artist, shared in her art and life 

story.  The experience relayed through the extended learning in Rose’s journal demonstrates 

Stephens’s significant mentorship, a sense-producing event.  In this analysis, IG mentoring 
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brings together the series of excess and lack, generated from the complementary assets and needs 

of both participants.  

The excess and lack associated in the IG learning series of experience can be linked with 

either age group. When the parallel series is set in motion in the IG event, the shared element of 

experience produces positive sense.  For instance, an older adult may lack new media skills, and 

a younger adult may have an excess, with ready access to technology.  The sense production of 

the IG event would be the sense produced from the event of shared experience.  The youth’s 

empowerment of an older adult enhances the youth’s self-worth, and the adult becomes 

knowledgeable not only about new technology, but about the life, world and perspective of 

someone yet to have worldly experiences. Both the virtual past and virtual reality of new 

technology are shared experiences, with potential for perspective shifts for both people.   

 

What Age Difference Produces 

Although difference in age has been the defining factor of IG learning, it is the excess 

and lack of experiences that are brought together through it, producing a positive sense.  

Stephens had more experience as a practicing artist to bring to the relationship and Rose was 

receptive and saw this as an opportunity to learn from Stephens.  The two series of younger and 

older represent a difference in experience, which when considered together as reciprocating 

series, refocuses thinking from the binary of young/old and instead expresses the product of the 

difference in age.  Different experiences are the missing X.  Excess and lack of experience bring 

the series of difference together and add value to both.  The series come together not by focusing 

on the difference in age but rather by looking at what age difference produces.  Sense is 
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produced from the disjunctive synthesis of excess and lack in the participants’ experiences, the 

products of age difference, in which both series are affected as the series come together.  

Analyzing the event of IG learning as a series of different-experiences facilitates how it 

works as a sense-producing event capable of building new concepts around aging.  As a unique 

social practice IG learning upsets the social practice of self-segregation by age group.  This 

avoids the use of a young/old binary because it is a damaging social construction that can 

increase stereotyping (Iversen, Larsen, & Solem, 2009).  Rather than using age-based labels, 

which can engender ageism, I suggest framing IG learning as an event, which challenges 

personal identities and changes perspectives, an event that engenders a becoming, through 

sharing of experience.  This can upset the stable structure of age cohorts, which are usually 

associated with age-related groupings in society, found in schools, nursing homes, and retirement 

communities.  Schools isolate and create distinction specifically by different age groups, which 

contributes to perceptions of other age groups as being very different from one’s own.  This 

institutional distinction of “us and them” is ageist on a macro-level, whereas IG learning 

increases possibilities of across-age friendships on a meso-level between small groups of 

individuals (Hagestad & Uhlenberg, 2005; Iversen, Larsen, & Solem, 2009).  IG learning in this 

study disrupts the social structures of age cohort of teachers and school students and artist 

citizens by bringing together series of difference and drawing people out of expected patterns. 

 

Becoming through the IG Event 

In bringing together two series of unique experiences, the IG mentoring event produced 

sense.  Sense produced through the paradox of time, opened-up participants to engagement with 

memories in the present, which offers opportunities to explore the concept of becoming because 
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“becoming does not tolerate the separation or the distinction of before and after, or of past and 

future.  It pertains to the essence of becoming to move and to pull in both directions at once” 

(Deleuze, 1990, p. 1).  In Deleuze’s (1990) discussions of Alice, he sees the paradox of time as a 

valuable entry into experiencing concepts of becoming and event: “This is the simultaneity of 

becoming whose characteristic is to elude the present” (p. 1).  In other words, IG learning is 

about being in the present with an awareness of the paradox of time found in Aion, which can 

initiate a becoming.  Recall that Deleuze proposes two readings of time, Aion and Chronos, each 

one unique and exclusive of the other.  Chronos is the time and date keeper of the present event, 

whereas, the past and future are inherent in Aion and divide the present infinitely.  In Aion, the 

present exists to collect the irrelevant effects of events, and absorbs the past and future together.  

The paradox of time in Aion is that it brings together the future and the past in the present and 

opens up the idea of experience as a becoming in the present.  Perhaps IG learning creates the 

possibility of sense production through the paradox of time because the event invites both series 

to act together in the present, and both parties come to the present from a different perspective 

and with a different question.  Mentoring and other opportunities of IG learning empower 

individuals and enables becoming, where learning takes place.  In IG learning, age difference is 

both a differentiator and a connector, where age difference is recognized and yet difference is 

minimized by finding commonality by sharing experience.  Age difference is minimized by both 

participants being present in the moment of the shared event; the present “gathers together or 

absorbs the past and future” (Deleuze, 1990, p. 5).  Bergson’s theory of duration reminds us that 

we are our past, and we are becoming in the present (Deleuze, 1988).  Our becoming is in a place 

situated between past and future and the present is between older and younger.  Recall how in 

Alice, the disquieting adventure of being smaller and larger at the same time gave Alice pause 
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and challenged her identity.  Similarly, participants of the IG event may go outside the usual 

experience of the present and their common-sense identity with peer groups and find themselves 

in a state of becoming.  In this state of disequilibrium, sense is produced.  Stephens’s mentorship 

gave Rose agency, seen in multiple aspects of her presentational, propositional, and even 

practical learning.  

Older adults have experiences of the past to bring to relationships, although in telling 

their stories, they often tell “not primarily stories of old age, but of being themselves in old age” 

(Kaufman in Baddeley & Singer, 2007, p. 196).  Stephens’s art making extended her agelessness 

to the group because hers was not making art of old age.  A museum employee recounted a 

conversation she had with children during a tour she gave that included Stephens’s art at the 

Wichita Falls Museum of Art.  She would ask the children how old they thought the artist was 

and they would register surprise when she told them she was “an old lady.”  At any age a 

creatively engaged person is in the state of becoming and brings their past experience to the 

present with an eye on the future.  Art making by older artists has been shown to lead to a 

heightened state of mental activity, which intensifies reasoning and innovation (Schmidt, 2006). 

Stephens contributed her experiences of being an artist, with its associations of time and place, as 

a way of sharing who she was becoming in the present.  Rose recounted relating to Stephens in 

one way, as a student, which implies an openness to learning and a state of becoming.  Through 

their relationship with Stephens, participants learned about place in a way they may not have 

realized before. 

 

Place and IG Learning 

The interview and the co-creation of the life story narrative demonstrates two people’s 
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involvement—one remembers; the other shares in the memories and recognizes the lived reality 

of the other’s experience.  By sharing what was, the virtual becomes actual by informing the 

present (Deleuze, 1988).  Stephens’s sharing of her experiences with Rose and the group brought 

her life experiences of place and art making from the virtual past into the actual of her reality, 

which became a part of the group’s learning.  The contrast in the lived reality of participants’ 

experiences resulted in sense production.  This expanded Rose’s learning and allowed 

connections to duration, or memories beyond the personal and psychological.  Sharing memories 

in a life story narrative denotes sharing the lived reality of an experience, and in remembering 

and sharing what was, the virtual becomes actual (Deleuze, 1988).  An explanation follows of 

how the event of IG learning might actualize duration, to produce an awareness of the historical 

aspect of contracted memory and encourage a broader understanding of place.  

 

Duration and Experience of Place 

In the event of an IG relationship I have shown, through the lens of Deleuze’s theories, 

that it is the difference in the series of participant experiences that produces sense.  I have 

suggested that engaging duration’s ontological memory through an IG event brought teacher-

participants’ series together with an artist’s series of recollection.  The experience of the IG event 

may enact duration because experience is dependent on time, space, and memory.  Experience 

was theorized as part of duration along with time and space by Deleuze’s (1988) study of 

Bergson.  

Experience is described by Deleuze as offering “nothing but composites” in which time is 

made into a representation imbued with space, and space is perceived through sensations, 

referred to as “the attribute of extensity” (Deleuze, 1988, p. 22).  Deleuze defines experience as 
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the composite of perception, duration, and extensity.  In other words, physical perceptions of 

experience, time, and space are inexorably intertwined.  Recall that duration is memory and 

personal memories associated with extensity of significant place cannot be separated; therefore, 

when shared memories of a place extend both participants’ experiences of that place, it is like a 

lens that brings clarity to the contracted memory of greater ontological place.  In IG learning, the 

sharing of experience of place can extend duration because as a sense-producing event it opens 

up possibilities of becoming and can bring focus to a part of the ontological past not previously 

known.  IG learning makes the shared experience of a place from two different perspectives an 

event that expands knowledge of place and extends the horizon of the future.  

 

Place Pedagogy by Sense and Memory 

In the earlier narrative Rose recounted that she grew up on the East Coast and shared a 

limited experience of the history of Wichita.  I show that when viewed as a series of lack brought 

to awareness by Stephens’s series of excess experience of place, a production of sense is enacted 

for both Rose and Stephens.  By aligning Rose’s experience with Stephens’s, I found sense 

production based on differences of lived experiences—generational and location based.   

Rose lacked connection to layers of experience of local and Texas state history, in 

contrast to the other three teacher-participants, because she comes from Baltimore, Maryland.  

She noted Texas was “a major culture shock compared to where I come from.”  Rose left 

Maryland in her 20s and finished her preparation in art and education at MSU in Wichita Falls.  

Limited knowledge of the histories and political memories of the Wichita Falls area and Texas 

left gaps in her knowledge regarding place and its past.  Her knowledge of regional art also was 

limited.  She shared personal recollections about art experiences entwined around Wichita Falls, 
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which include the Chisholm Trail Heritage Center in Duncan, Oklahoma, whose focus is to 

“celebrate and perpetuate the history, art and culture of the Chisholm Trail, the American 

Cowboy and the American West” (Chisholm trail).  Rose noted, “They do have a little shop 

where they sell Native American art”, implying a lack of its presence elsewhere in the museum.  

Her knowledge about Native Americans’ art had gaps and left her with questions.     

Rose’s historical knowledge of Wichita Falls was limited, so the experiences of this 

research afforded her personal connections with the contracted past—a personal contact with a 

part of the area’s history that became layered as part of personal memory.  Prior to this event her 

perceptions of the area had not included the extensity of spaces outside of a limited area of 

Wichita Falls.  Stephens’s earlier life memories were entwined with Oklahoma, with personal 

memories formed with people and the extensity of those places grounded her images.  Rose and 

Stephens had experiences of vastly different places.  Rose’s presentational learning displayed in 

her artwork and journaling, as well as her propositional learning found in dialogue and reflection, 

demonstrate a broader understanding of the Wichita Falls region and its past after sharing in 

Stephens’s story.  The IG learning event was sense-producing and expressed in Rose’s extended 

epistemology, connecting Rose with Stephens, which ultimately helped link Rose’s present 

series to an understanding of a broader view of place in Stephens’s historical series. 

During the group discussion when Stephens visited our workshop, after she had told us 

the stories behind her watercolors, I asked her a question that I later learned Rose also had asked 

earlier in her interview.  Rose had asked about place’s influence, and I also asked Stephens if she 

felt that place had influenced her work.  She explained she had been thinking about the question 

since Rose had asked, at which time she had answered no, but here she paused and acted excited 

to share that now she realized, “How could it not?”  She thanked me and the group several times 
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that day for inviting her into our dialogue.  She recognized that she was learning too.  Reciprocal 

learning is a key aspect of IG learning.  By sharing her experiences of regional place, she was 

actualizing the virtual past, and participants were able to experience her memories virtually.  It 

seems that when the virtual past of place is brought into reality through art and story, the 

understanding of present place expands generating an interest in the historical.  In revisiting the 

event in analysis of my question regarding duration and actualizing the virtual past, this 

exploration with Stephens enabled Rose and our group to reimagine the virtual past and gain a 

broader view of place,   

I earlier referred to the present and historical series to allude to participants’ subjective 

memories of the Wichita Falls region entwined with their inherited and political memories.  The 

Native Americans’ voices missing from North Texas, which I questioned at an earlier meeting, 

expressed the locus of my first-person research question about local visual culture, place and 

pedagogy.  Stephens’s art and story was the missing X that brought together what I saw as the 

paradoxical series of present and historical place.  I referred to the need for disjunctive synthesis, 

bringing together the participants’ present series to connect with a greater understanding of the 

ontological past.  I discussed ways the present series of Whitestream America harbors 

misinformation in the visual culture that misrepresents Native Americans.  These are a part of the 

myth and the mystification that are one source of social distortion, which is part of the networks 

of beliefs that can deny the realities of history (Kincheloe & Pinar, 1991).  I felt participants’ 

historical series lacked elements of history and engagement with important parts of the area’s 

past.  I identified Stephens’s contribution of art and stories as the missing X that made a donation 

of sense to our experience of time and place.  The sense-producing nature of her series both 

challenged my paradox of given knowledge and ramified my understanding of action research as 
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both a first- and second-person endeavor, and it marks the point when I began to appreciate what 

I could learn by seeing participants in cooperative action research as coresearchers.  

 As mentioned earlier, all the participants benefited from experiencing Stephens’s story 

that day through the experience of the shared field, where we sensed “the qualitative shift as the 

dynamic of the meeting unfold[ed]. . . . a vital component of our experience of interpersonal 

reality (Heron & Reason, 2008, p. 368).   I have attributed the sense-producing aspects of our 

meeting to the knowledge she shared in her art and stories and the relationships she fostered 

among us.  This was important as I began to understand the significance of learning from IG 

relationships.  In the next narrative, I revisit an event initiated by a younger teacher-participant, 

Audra Miller, where a shared field had not been established, and opportunities for IG learning 

were missed because the event was not recognized as such, yet important understandings from 

the IG event takes place through revisiting, recognizing, and reflecting upon it.  

 

Section 5. Investigating the IG Event through Participant Learning. 

In the previous section, I described the pairings of older and younger participants’ work 

as series of difference to theorize Rose and Stephens’s relationship.  I conjectured that age 

difference produces situations of significant meaning or sense.  Using this theory in these final 

sections, I shifted my stance to examine the experiences of the event as a coparticipant, re-

positioning myself as a second-person researcher in cooperative action research.  In the 

following sections of narrative analysis I revisit the events in the role of a second-person 

researcher, open to teacher-participants’ and artists’ knowledge within a cooperative 

engagement.  I found the empowering aspect of cooperative action research enabled IG learning.    

I explore what teacher-participants learned within the context of an extended 
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epistemology of cooperative action research as a second-person researcher, exchanging my 

critical perspective for learning from the shared field of common experience.  I balanced my 

earlier critique with an openness to what participants brought in a cooperative spirit of learning, 

part of the intersubjective aspect of cooperative action research.  Intersubjectivity in this 

research, regards shared meanings which are constructed by participants in their interactions with 

each other, as part of the everyday resource they used to interpret the meaning of elements of 

social and cultural life (Seal, 1997).  I challenged some of the participants’ opinions but could 

not disregard the understandings they brought about local place and I show how IG learning 

broadened views of local and regional place in a multimodal manner through cooperative action 

research 

I show the teacher-participants’ presentational, propositional, and practical knowing as 

data from which I learned.  Participants’ propositional knowing recorded in interviews and group 

reflections, as well as their presentational knowing in journals of place, mind maps, and written 

curricula, show teacher-participant/artist relationships that create events of sense.  I take on the 

role of compassionate interpreter, looking for how sense was produced, as I revisit each IG 

event.  In interpreting the data, I continue to look for how duration and IG learning bring about 

changes in praxes and curricula through a broader view of place, in response to my research 

questions.  

I conjecture that by sharing two very different experiences, sense is produced between 

participant(s) and artist, and perspectives of place change.  Paradox and contradiction are key. In 

the following narrative I show how in a critical discussion among peers, generational age 

difference was a positive factor that brought value into the discussion and invited broader views 

of place.  I discuss how student and community groups benefited from the difference in the IG 
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relationships, affected by sense.  I discuss how this sense affects the tendencies identified as 

social development by IG learning proponents.  I theorize how social development related to IG 

learning events reflects issues of time, age, and empowerment.  I question several aspects of IG 

learning theory, including whether sense production is a necessary factor and whether age 

difference should be the most important factor considered.  

In the action research, participants were engaging with learning about art and its 

relationships with curriculum, teaching, place, and the history of place.  Participants proposed 

theories that demonstrated their learning through written reflections after each workshop, in 

discussions within the group, and in individual interviews.  Heron and Reason (2008) point out 

that in cooperative action research, “Propositional sense-making is important in giving the cyclic 

process focus and clarity . . . [and] in transferring learning from a previous action cycle to fruitful 

planning of the next” (p. 374).  The following sections shows participants proposing theories 

about place, people, art, and IG learning, and demonstrates how the process of their series 

moving through events prompted reflection and reassessment.  

 

Critical Contributions of IG Learning 

Through revisiting an event referred to earlier as critical reflection, the following 

exchange suggests a contradiction between my goals for the research and participants’ concerns.  

It produced sense so intense that I missed other important participant contributions. This 

narrative revisits the workshop in which my presentation troubled the mythology of place as a 

perspective-limiting factor in participants’ lives.  I discuss my interventions, introducing critical 

ideas that prompted what became a debate.  I present participants’ reflections, which extended 

their learning to their next cycle of action research and prompted further actions.  In revisiting 
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the event, I find that identifying the paradoxes in events of action research that moved the 

research forward echoes Torbert and Taylor's (2008) explanation of cooperative action research’s 

experiential learning, in which the event of sense moves the research forward.  They say action 

research is  

productive through its dialogue with difference, diversity, and incongruity in each event.  
. . . Through inquiry-based first- and second-person action in the present and for the 
emerging future, the dissonant experience led to adjustments and transformation of 
strategy, when the intended result was not achieved. (p. 240) 
 
I adjusted my workshop plans, but initially in my efforts to engage participants with 

critical ideas, I experienced a dissonance in the discussion and I also missed an IG event.  The 

following event offered participants an opportunity to move toward a different understanding of 

place, but like the sound of the proverbial tree falling in the forest, can an IG encounter that no 

one recognizes produce sense?  By revisiting the event in the following narrative, it becomes an 

impactful event.  

 

Audra Miller’s Propositional Learning and Reflections Contribute to Group Learning  

For the workshop designed about critical reflection on place, I had prepared material that 

could raise discussion about how myths about place are formed.  During the discussion, I learned 

participants’ views about local places, including their views as Texans.  I found the group 

elevated their identity as Texans over any other regional or even national identity.  Their 

responses seemed to illuminate the social distortion and cultural mythology that is part of a 

network of beliefs but that denies the realities of their historic origins (Kincheloe & Pinar, 1991). 

At that workshop, I gave a presentation that I had intended to spark critical discussion, 

but instead a lighthearted discussion arose among participants and countered my original intent.  

This was an instance of pivotal experiential learning in action research for me.  The incongruity 
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of the event added to the sense-producing events of the day.  In my presentation, I shared a 

lesson plan I had written about Libby Alford, a deceased Wichita Falls artist, and elementary and 

high school art teacher who had lived through and wrote about historic times.  I shared Alford’s 

(n.d.) story regarding how she had been identified as a Lyndon Johnson Texan as she traveled 

through the Deep South in the 1960s.  She had felt threatened because of antagonistic feelings 

displayed toward the president who had signed the 1964 Civil Rights Act.  I relayed the story to 

the participants because I wanted to show how they could selectively use parts of their artists’ 

interviews to support particular themes in their curricula and I was testing the water for their 

interest in critical reflection.  I thought Alford’s story shared interesting perspectives about how 

ideas about place are informed by history.  The story had raised a question for me, which I asked 

participants.  I said, “I am trying to figure out a view of the South, from a Texan’s view.  Since 

I'm not from here, my question is, how do I regionally place Texas—South or Southwest?” I was 

thinking about Kincheloe and Pinar (1991) critique of Southern history. 

Audra Miller said, “South.”  

Jocelyn Encarta said, “Quirky.” 

Knight commented, to me, “Watch out. You almost offended!”  There was lots of 

laughing.  I didn’t get the joke.  I was confused.  Then Claire Walker offered an explanation, “In 

fact, anywhere I've gone in the world, once they know you're from Texas, they don't refer to you 

as an American; they refer to you as a Texan.”  Encarta chimed in: “Texans and Russians are 

similar in their mind-set.  Everything is bigger than life and of course you would think of 

someone like a Texan.  And the size.”  Encarta was referring to the size of the state.  Rose 

suggested, “Do you suppose it could have something to do with the [Vladimir] Putin and George 

Bush relationship?  You know he was here visiting the ranch.”  Encarta said, “And the hats are 
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the same,” gesturing in a way meant to distinguish between each culture’s uniquely shaped hats.  

What I sensed in this discussion was the belief in a worldwide recognition of Texas as a 

superpower, unique unto itself.  Miller later reflected critically on the dominant attitude she 

noticed.  She wrote, 

Texas is my home, so it is awkward to speak of it in any other terms than GREAT!  I 
must admit that Texans can be very conceded [sic], aggressive, and blunt.  They are not 
very open to new ideas, and sometime act as if they are the only people on earth.  This 
attitude was present when George W. Bush was in the White House.  Even though it may 
sound as if I am downing my home state that is not my intentions.  I feel that there are 
good things that come from this.  Texans stand up for their beliefs at all cost.  They are 
strong and prideful.  All of that is good.  I just wish that we would refrain from forcing 
our opinions of others at times.  Some of these opinions may be prejudiced, unaccepting, 
etc??   
 
I had asked for critical reflection following the meeting, and Miller’s response was 

heartfelt.  She showed a strong sense of identification with her home state and yet, challenged by 

my questions, she grappled with the paradox of myth: “Texas . . .in any other terms than 

GREAT! . . .  Texans stand up for their beliefs at all cost” versus the reality of experience that 

“Texans can be very conceded [sic], aggressive, and blunt” and “these opinions may be 

prejudiced, unaccepting, etc.”  The propositional thinking she displays here was encouraged by 

my written prompt asking for critical reflection on the day’s events.  During the meeting, Miller 

had offered alternative thoughts, expressing ideas, and adding thoughtful balance during what 

turned into some raucous moments that day.  

I walked a fine line between being the facilitator of a cooperative action research group 

and an action researcher bringing a critical perspective.  I had continued the presentation about 

Libby Alford and school desegregation, which invited a discussion of a racial divide in Wichita 

Falls.  Alford wrote about the integration of Wichita Falls’ segregated high schools in 1970, the 

year she retired, referring to the integration of the schools as “the unpleasantness” (p.79 ).  That 
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was the year the all-black George Washington Carver High School closed.  The participants 

shared that Carver had become an elementary school in 1970, which they referred to as Rose's 

school because it was her elementary placement for 15 years.  Alford's earlier elementary 

placement was the building where Knight currently taught.  The connections to the history of 

local place seemed apparent and maybe it was the extensity of the experience that brought 

emotional affect to the forefront of the next conversation.  

My presentation about Alford opened up several discussions that provided opportunities 

for participants to share their views about local place and race, including the perspective that 

there was a “wrong side of the tracks” in Wichita Falls.  I learned the railroad tracks divide the 

town, with the east side being where historically the Black population lived.  Miller commented, 

“But there's a lot that don't live there.”  She was referring to the Black population of Wichita 

Falls, and she was attempting to show that the population should not be identified as a single 

group.  Later in the conversation, in a different discussion about racial difference, Miller 

disagreed.  She was responding to Knight’s latest comments, which asserted that Black people 

acted entitled and defensive, which ended with the comment, “There is still an attitude that if 

you're not a Black person you don't understand.”  Miller proposed her generational age 

difference, twenty years younger than the other teacher-participants, had given her a different 

perspective regarding issues surrounding race.  Miller replied, “Yeah, but I believe that it’s 

gotten a lot better I'm just going to say that with my generation—because I know myself, and  my 

sister, and the way we feel is different from the generation of my parents.”  Some of the teacher-

participants were Miller’s parents’ age, and this IG moment held potential for learning.  The 

narrative shows this happened.   
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Miller continued, recounting a recent birthday celebration with a lifelong friend who is 

Black.  She recounted attending integrated schools together, and how they had noted similar 

physical and social barriers marking the race divide in their parents’ attitudes and in their 

hometown of Vernon, Texas, like Wichita Falls divided by the railroad tracks.  

We sat for like four hours the other night and talked and laughed and we were like, “Hey, 
remember whenever we were in high school,” and she lived in the flats and I took her 
home and she would not let me drive into the flats because she told me, “They will hurt 
you if you come here.  But I will protect you,” and she protects me to this day.  It wasn't 
until last time, when we were having dinner for my birthday, that she said, “Mom hated 
you. She didn't want me to be friends with you."  
 
Miller finishes the story explaining that her friend’s mother feared for her daughter, and 

stating that her friend defended the relationship: "Hey this is my friend, this is the way it is."  

Miller and her friends would not accept the racism that their parents had grown up with.  

Another participant built on what Miller had shared, stating, “Actually, they say that it is 

more dangerous for a Black person to come over to a White neighborhood than a White person 

to go into a Black neighborhood in Wichita.”  Someone replied, “But you know, I had never 

thought of it that way,” referring to other’s perceived dangers.  This conversation noted the clear 

racial demarcation of neighborhoods in Wichita Falls which was ripe for discussion about how 

the past inheres in place.  Miller’s story challenging racial divides had brought place, and its 

history, squarely into our discussion.  I was still operating within a limited binary concept of 

young and old within IG learning and neglected to see this event as intergenerational.  I failed to 

recognize the wisdom of Miller’s youth projecting a possible future.  In retrospect, Miller’s 

unique contribution to our discussion is an IG learning experience, an event of sense based on 

her experiences related to place.  I realize its significance as I revisit the event in analysis within 

the frame of second-person cooperative action researcher.  
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Miller’s generational difference made the experiences recounted in her story possible. At 

35, Miller was the youngest of the participants in our group.  Her story was unlike that of others 

in our group, most of whom were born 20 years earlier in Texas, who had experienced 

segregated schooling.  Although the topic was explicitly about racism, we were learning from 

Miller because she was sharing experience that had more to do with her generational age 

difference.  

Miller’s contribution prompted participants to reconsider place and unspoken taboos.   

Miller’s contribution is an example of the important dialogue with difference and diversity that 

happens within the experiential learning of cooperative action research (Torbert & Talbert, 

2008).  As research cohorts, we had not recognized our age difference and how it might affect 

our group positively or negatively.  Not recognizing the significance of different age-based 

experience is part of implicit ageism.  My tacit acceptance of age as a taboo subject furthered my 

inability to see both the positive and negative aspects of this difference.  Like my generation’s 

claim of blindness to race which does not acknowledge racism, we have a social blindness to age 

and ageism which promotes implicit ageism (Larsen, et al., 2010).  In this instance, I missed an 

opportunity for furthering learning, because I did not recognize it as an IG encounter.   

My presentation that day was intended to get a feel for participant thinking related to 

place, and Miller gave us an entry into a discussion about racism and how it is place related, but I 

was not an expert group discussion facilitator and did not build on this potential instance of 

learning.  Instead, I brought the area’s Native American peoples, who were not acknowledged, 

back into the discussion by saying, "And Native Americans coming across the river to Wichita 

Falls? Was that scary at all for them, do you think?”  Someone replied, “No.”  Perceptions about 

Native American experiences was limited, although Native American people also experienced 
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community prejudice, but the sense production of the IG event I had just witnessed was lost on 

me until I revisited the event and opened myself up to what the participants had shared.  I also 

better understand a participant’s critique of the day, relating how she perceived my agenda as 

associating place with “cowboys and Indians.”  

Miller’s sharing of a very different experience made sense production possible and 

started a discussion between the other participants.  My first attempt at initiating critical 

reflection failed because I was not open to the potential sense production of what Miller shared. 

Although we experienced an IG event, only by revisiting it now does it become an event of IG 

learning, when duration and place and all their implications come together.  By failing to 

acknowledge that we could gain access to a different perspective about place from someone two 

decades younger, we failed to glimpse a future where boundaries continue to be crossed or even 

disappear.  IG learning builds on experiences that can envision a different future, and this 

particular IG learning event enabled for some of us a future event that Miller had already 

experienced, that of acknowledging the construct of race and challenging a social norm by 

saying, as Miller’s friend told her mother, “"Hey this is my friend, this is the way it is."    

Further discussions of how place related to, or reflected, cultural divides within Wichita 

Falls bubbled up within the day’s discussions, revealing prejudices that remain despite more than 

40 years of school desegregation.  The dissonance I experienced that day led to adjustments and 

transformation of my strategy (Torbert & Taylor 2008).  These included post-workshop 

reflection prompts, giving more examples of a critical pedagogy, and the introduction of a 

Socratic seminar the next month.  The post-workshop reflection prompts were in the form of 

emails, where I challenged participants for follow-up critical reflections, because I did not feel 

the intended result of my workshop plan had been achieved.  The Socratic seminar initiated the 
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next month was intended to give each participant equal voice in the discussion and equal time to 

comment with more consideration.  That exercise resulted in more nuanced discussions, but the 

constrained dialogue lacked in the sense production of racially charged statements that prompted 

my first-person learning in the previous chapter, and inhibited the natural flow of dialogue that I 

noted in the later workshops as participants recounted the action of the research.   

 

Sense-Producing Curriculum 

Miller continued to move the research forward with her work.  Curriculum is a plan for 

the future, both practically, as a plan for teaching, and as a goal for learning that initiates change; 

as such, it should be a sense-producing.  Wallin (2016) compares the task of designing 

curriculum to that of “releasing a life from the tyranny of overdetermination,” which is a limiting 

factor of the commonplace (p. 114).  He recommends rethinking the pedagogical life as 

improvisational, which eliminates the reproduction and the repetition of curriculum.  Miller was 

doing just that while creating a PB art education curriculum, because through the action research 

she was learning about art and how to teach it on the job.  Because this was her first-year 

teaching art, she took an improvisational approach to teaching with her selected artist.  She had 

no professional preparation in art education and she compensated for her lack with enthusiasm.  

Her curriculum development was inspired by the artist, his murals, and his visit to her fourth-

grade assembly, which linked her students directly to an artist identified with local places. 

Miller compensated for her lack of background training as an art educator by being an 

active learner, constructing knowledge as she worked.  She brought the perspective of a 

generation noted for its do-it-yourself (DIY) sensibility that allows them sensibility to 
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communicate, collaborate, and connect (Henseler, 2012).  She used this DIY ability in creating 

art curriculum with her students and utilizing her new connection with a local artist. 

Her DIY attitude is signified in her mind map, which centers around a sketch of an old 

wooden chicken coop placed in a landscape with a car in front.  In the initial reflective activity in 

January, I asked participants to map conceptually how they came to be art educators.  I invited 

participants to freely interpret the assignment in regard to how to map the intersection of place, 

time, and activity in their stories.  The maps were finished and displayed five months later at the 

summer seminar to demonstrate participants’ understandings of influences on their personal 

growth as art educators.  Miller shared in our exit interview that the chicken coop is the place 

where she made things when she was young.  She rebuilt a car with her father once, and she 

enjoys projects like working with wood.  Miller developed an understanding of art beyond 

making things, from working with her high school yearbook instructor, who inspired her passion 

for art.  Her yearbook instructor encouraged creativity and reflective thinking through 

discussions of quotes of the day.  Miller credits this experience with her having learned that art is 

about making meaning.  In explaining how she came to an understanding about what art is 

through yearbook reflections, she said,  

And I think more of just letting your mind be free and no right and no wrong, and that’s 
the interesting thing about art to me. . . . I had an art teacher in high school too. . . . I 
enjoyed it, but I think more, I learned to—I want to call it like a mind-set.”  
 

She was developing her curriculum, her art-teaching philosophy, and her resources on the job, 

and she grounded her teaching in the premise that art is about making meaning.  She explained 

how her position came about: 

I really kind of talked my principal into letting me teach art. . . I said, “Well, there’s an 
art job opening.”  I said, “I think I could be really good at that.”  And she was like, 
“Yeah, are you sure?”  She must have thought that I was good at it.  She nominated me 
for the West Foundation Award.   
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The recent nomination may have been due to the excitement generated by her research-

based collaborative art projects.  Her fourth-grade mural project resulted from the visit of local 

artist Ralph Stearns.   

Miller had taught preschool for twelve years before the opportunity to teach art at her 

school arose. As the mother of 10-year-old twins, she was learning about how to teach art on the 

job, both at home, in school, and as a participant in our group.   Miller’s belief that art practice is 

an important vehicle for making meaning guided how and what she taught elementary students 

and why she felt working with a local artist was so important.  On Miller’s application to join 

this research group, she explained that learning about local art and artists was a way to counter 

“the cyber world of social media and cyber games” and give students an opportunity to relate to 

“tangible art” and the people who create it.  She felt this could “lead to [students] discovering a 

deeper love for the arts.”  She was the only participant who noted these challenges, perhaps 

because of generational difference with other participants who did not share her heightened 

awareness of technology’s influence.  She represented Generation X, whose experiences with 

technology and culture differed from that of the rest of the group.  Acknowledging the influence 

technology had on her students, she valued enlisting a local artist because it “brings meaning to 

art for students since the artists are part of their community.”  

 

Miller’s Curriculum of Place 

Miller shared her students’ excitement when she recounted the event of Stearns’s visit to 

the fourth-grade assembly, and this same excitement fueled her propositional statements, which 

reflected the sense production of the event.  In reflecting on her classes’ experience with Stearns, 

she proposed that both his personality and the place-based nature of his mural work made his 
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visit a significant event.  Following Stearns visit, she designed a mural, which her fourth-grade 

class produced.  Miller’s presentational learning reflected pride at the museum seminar, where 

she introduced Stearns himself, and her students’ mural to the wider teaching community. (See 

Figure 5.5).  His art featured prominently in her journal of place and her mind map as well.  It 

was Stearns’s connection to public art and Miller’s students’ mural work, highlighting the 

importance of place, which together created the salient event and overshadowed indications of an 

IG learning event in Miller’s accounts.  

Although research on an artist was the given content for her curriculum, connecting 

Stearns to significant places in the community through his art created a feedback loop for Miller 

to develop a theory of place as generating content.  Miller’s improvisations became curriculum 

based on what she discovered through her research work, supporting her developing teaching 

practice and philosophy.  Miller chose to work with Stearns as a coparticipant in her research, 

because she had identified 10 of his murals on her school’s walls, as well as significant murals 

by him in Wichita Falls (NTIEVA, 2013).  Because of his mural, place became a significant part 

of this series, which leads back to my question about whether Stearns’s age difference is 

important to generating the sense of the event, or was Stearns’s visit impactful because of his 

relation to place?  Both elements are important to the series that make the sense event, but how 

Stearns’s senior status is discussed or ignored within the research offers an opening in 

understanding what other differences may be important in a discussion of IG learning.  The 

following narrative tells more about Stearns through Miller’s data and in his own words.  

• Ralph Stearns  

Miller enjoyed Stearns murals in her school and understood the significance of one which 

was painted as a memorial to a deceased child. He talked about how it had been his privilege to 
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paint that one.  She had observed his notable murals enlivening the nondescript edge of Wichita 

Falls’ old downtown area, but never connected the two vastly different mural sites to the same 

artist.  Stearns had singlehandedly created a significant place on the edge of downtown, 

reclaiming it as a site for his creative imagination.  He explained the Scarlet Macaw mural (see 

Figure 5.4) at our summer seminar this way: 

[It] is what I’m kind of famous for.  It’s become a landmark in the city, and people I’ve 
known say they give themselves a special light just to go over there and see it.  And they 
take pictures in front of it and all that.  I just went driving around and found a wall.  Since 
this is the gateway to downtown, perfect place to paint a mural.   
 
His mural had become a place to focus on a flight of fancy in an otherwise drab and 

completely unremarkable area.  It is memorable from just a glance by a lost motorist, like I was 

the first time I saw it, finding a way toward the freeway on the way out of town. It became his 

calling card after losing his job with Lamar Advertising to a computer 15 years ago, and it paved 

the way for many more large-scale paintings, as well as a contract with Wichita Falls 

Independent School District as a school muralist.  The ones at Miller’s school had sparked her 

curiosity about who the artist was, so when asked to research a local artist, she discovered an 

opportunity to connect her students with Stearns, the artist whose work they lived with.  She 

developed a plan to have him tell his story to her students and integrate his knowledge into a 

lesson.  

Miller had found key elements in Stearns’s story that resonated with what she valued 

about art and education.  In her written lesson, she used guiding questions to focus students on 

how “an artist uses his work to speak about his home … how murals in a community create a 

sense of home” and “how a person makes a living from art in Wichita Falls” (NTIEVA, 2013, p. 

69).  She viewed Stearns’s work as valuable because she felt it gave local places meaning, and 

she wanted her students to know art was a viable way to make a living.  Stearns’s focus in 
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presenting to our summer seminar reflected how art was both his livelihood and his passion, with 

murals just one of multiple ways he paints.  Miller connected the success of his school visit to his 

serving as a role model.  Later she reflected on this: 

And he did an awesome job with them because our kids lack role models, and that’s what 
he created for them. . . . Look at kids these days.  They lack role models.  Sometimes they 
have role model as a professional athlete that acts like a jerk or . . . a singer who goes 
crazy or Kim Kardashian—There’s no meaning.  At least he has meaning.”  
 
In discussions and interview, Miller shared that her students’ creative freedom was key. 

She had included photos of her students’ work in her journal of place and I commented that she 

must find their work inspiring.  She responded enthusiastically. 

It’s like, how does their mind work? And you get to see it. . . . And they’re my kids, so I 
personally have that relationship with them, and seeing how their mind works and the 
excitement in them, the element of getting to be creative.   
 
During our April meeting, Miller explained how she was building her lesson plans around 

Stearns’s visit with her fourth-grade classes.  She received input from the other experienced 

educators for techniques to develop her lesson and she shared the websites she had found that 

added depth to it.  Miller conveyed the excitement of Stearns’s visit, stating how he entertained 

her students by telling them about being an artist and showing multiple examples of his craft and 

creativity.  Miller said,  

They loved him. He is really funny.  He brought a lot of pictures that he had done . . . and 
then showed the kids three different ways to make a mural.  He looked so cute.  He had 
that T-shirt on that his friend had done for him (spray painted “Artist”).  He was enjoying 
being the star, and the kids were eating it up.  They loved it too. 
 
Miller continued to explain that Stearns entertained the assembled fourth-grade classes by 

conveying stories of earning “easy” money drawing caricatures of people, and she showed us a 

creditable caricature of herself that he had her sit for while all her students watched.  Later Miller 

spoke of her students’ enthusiastic reaction to Stearns: “They felt like they were meeting a 
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superstar.”  Stearns fulfilled her students’ need of a positive role model.  In her introduction to 

Stearns at the summer seminar, she explained, “The fourth graders had the opportunity to 

interview him, and he was a rock star, and it was so cool for them.”  She explained that “before 

he came, I prepared an Animoto to show them.”  She had prepped her students for his visit with a 

fast-paced music video that featured his artwork, so when he arrived they had been prepared to 

meet a rock star.  Rock star is a term derived from rock-'n'-roll star and has come to means a star 

or celebrity in any field, or anyone who is highly admired even inspiring fanatical admiration 

(oxforddictionaries.com).  Miller had framed the event for her students to meet a star and Stearns 

had performed beyond her expectations, rising to rock star and then superstar status.  

At the summer seminar, Stearns told stories that spoke directly to why he painted.  Some 

of his paintings were commissioned to convey a particular meaning; more often they were 

created for commerce, competition, or practicing his craft.  This quote from his website explains 

“I am a passionate artist that loves form and colors.  I love it; I breathe it. My favorite medium is 

oil, but my favorite style, well, I change with the weather” (NTIEVA, 2013).  Stearns’s work as a 

muralist, photorealist canvas painter, portrait painter, and basically jack-of-all-painting-trades 

qualified him as a rock star artist to Miller, her students, and to the wider community at the 

summer seminar.   

• Results of Stearns’s visit 

Miller explained that the students’ experiences with Stearns and the mural-making lesson 

inspired and encouraged creativity and self-worth.  His visit created a synergy that resulted in her 

fourth-grade students’ enthusiastic completion of an intricately designed wall-size mural, which 

had an impact throughout the school. (See Figure 5.15.)  “The fourth graders loved it, and he’s a 

rock star.  And they were rock stars after they finished theirs.”  Miller is referencing the impact 
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the mural had on the school, and in turn how the fourth graders became the stars, memorialized 

when the mural was featured as the cover of the school yearbook.   

Figure 5.15. Detail from one of 25 panel’s from Audra Miller’s fourth grade mural. 

Miller had noted Stearns’s significant contributions to creating a sense of community in 

Wichita Falls through his public murals, saying, “They depict some of the unique qualities that 

make Wichita Falls home” (NTIEVA, 2013, p. 71).  From our group workshops, she also learned 

visual culture found in signage around town could be interpreted as art that made community 

home, and included it in her journal of place.  She mentioned her students’ excitement when she 

shared the images with them.  In summation of the research, Miller said, “I think I learned more 

about the community, and I taught my kids to appreciate the community.  And to hopefully ask 

for more information at a younger age than what I did.”.  But she experienced something with 

her fourth-grade students that she could not find words to describe—something she had not 

expected to happen through their work together on the mural.  She offered these thoughts 

Do you know what’s weird about murals is that I don’t know whether it creates like a 
family.  It creates like a—it’s like a—I don’t know how to explain it, but like at my 
school, that was very much like a bonding moment or something.  And it created that 
sense of we’re a team. . . . Because it was huge.  It was on the wall and it was one.  Little 
pieces made into one.  
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Inspired by Stearns, her fourth-grade classes worked together and created the pieces of 

the mural.  Miller’s loss for words indicates the experience was very different from what she had 

experienced before.  I will discuss how Stearns’s visit was a sense-producing event and the 

students’ collaboration on the mural—the bonding moment that brought her students together— 

was a sense-producing event for Miller.  By revisiting the special experience with me, she laid 

the groundwork for understanding what made the lesson come alive for her and her students; in 

other words, what produced the sense event.  The artifacts of Miller’s research and lesson, and 

her propositional thinking, support Stearns’s sense-producing effect on the event with the 

students.  I consider how to situate Stearns’s rock star quality within the IG learning event.   

 

IG Relationship or Learning Event 

There are several IG relationships in this narrative: Miller and Stearns, and the fourth 

grade and Stearns; one was sense-producing.  Miller and Stearns had a professional relationship.  

It was very different from what I identified previously as mentorship.  Miller learned through her 

relationship with Stearns that local artists are approachable people, saying, “I learned that those 

people are just like we are, and their stuff is everywhere.  You look at a piece and think, ‘Oh, that 

is pretty,’ but you don’t realize that they’re just your neighbor in a lot of ways.  She did not have 

a fanatical admiration for him, the way her students did.  Students’ experiences with Stearns 

appeared to be sense-producing because Miller reported multiple instances of students’ affective 

learning, enough to fuel the intense work the mural design required, including the positive 

feeling that meeting him had given them, and the rock star status they attained in the school after 

finishing their mural.  These positives relate back to the excitement generated by Stearns’s visit, 

which I will theorize as sense-producing because of the nonsense in his performance of artist as 
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well as through the paradox of time that age produces, but first I will speak to the positive 

developmental effects that I identified.  

I propose than an event of IG learning produces sense and demonstrates positive 

developmental effects for both parties.  Stearns’s visit met Miller’s original priorities, which she 

had listed on her application.  She wanted her students to have an opportunity to experience 

tangible art, meet the people who create it, and find good role models within the community.  

Stearns helped her fulfill these goals, but theirs was not an IG learning event, whereas his 

relationship with the fourth grade brought these elements together and meets my definition of an 

event of IG learning.  

Students benefit socially when they learn that age does not limit a person’s identity, and 

the opportunity to meet Stearns and even interview him enhanced the students’ social identity 

because they met a white-haired artist (Kuehne, 2003).  Social identity theory speaks to people’s 

tendency to divide into social groupings based on difference instead of individual qualities.  

Stearns’s long white hair and beard are markers for old age and he jokingly self-identified with 

this stereotype at the summer seminar, saying, “I’m 59 years old.  My friends tell me I don’t look 

a day older than 65.”  Stearns seemed to enjoy challenging the stereotypes of older adults.  He 

was not afraid to point out his white hair, but he acted humorously, and the students learned his 

identity as an artist and were encouraged to try making art for themselves. Stearns extended 

students’ social identity and upset senior citizen stereotypes. 

The students’ special relationship with Stearns also expanded their social network.  They 

could include a local artist in their group of adult resources.  This gave them access to resources 

helpful in becoming an artist, by introducing ideas, skills, and approaches, as well as the shared 

experience in the hard work of an artist to attain their goal of completion of their mural (Kuehne, 
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2003).  Expanded social networks have been identified as another positive outcome of the IG 

learning event, and students added an artist member to their community. 

Because of Stearns’s murals’ presence in their lives, I suggest the art itself may have 

added to the dynamic of their relationship.  Dynamic IG interactions demonstrate the synergistic 

interdependence of different generations of individuals as they develop, while in constant, 

reciprocal interaction with the environment (Kuehne, 2003).  Dynamic interactional theory posits 

that young and older persons have reciprocal and shared human needs.  The school environment 

for Miller’s students was permeated by Stearns’s images constructed from themes related to 

children’s literature.  His artwork filled a need in their school, and the students’ acknowledgment 

of his special qualities as an artist created a dynamic that had reciprocal benefits.  Stearns 

acknowledged he was touched by the students’ recognition.  At the summer seminar, Stearns 

recognized the impact he might have made on individual students.  In his presentation, he noted, 

“Just like Ms. Miller’s students, I think I probably touched one of those kids, made some of them 

come up to me.  And probably some of y’all are teachers because you admired a teacher before 

you”.  Stearns’s approachability gave students access to a social network of adults who are artists 

and offered resources helpful in getting ahead, by introducing ideas, skills, approaches, and most 

importantly goals. I suggest the spillover effect that Miller alluded to in the children’s 

commitment to finishing the complex mural designs demonstrates the students’ confidence in the 

qualities Stearns had presented that had gained him rock star status.  This may also suggest that 

activity is an important aspect of the IG learning relationship.  

Vanderven (2004) proposes an activity theory that expands an understanding of IG 

relationship to include activities that contribute to IG learning.  Noting that relationships are 

central in IG developmental theory, Vanderven suggests that activities situate and modify 
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relationships in an IG learning environment and that activity and relationships are 

interdependent, one not being more significant than the other, rather each influencing the other.  

Although Stearns did not create work with the students, the students’ design was based on one of 

the mural-making techniques he presented and the context of mural making provided the 

motivation for the activity.  Stearns’s visit invited students to apply what they learned in art 

collaboratively and share in the communal pride and the adulation of the rest of the school for 

their impressive mural.  As Miller proclaimed, “They were rock stars after they finished theirs.”  

 

Theorizing Age vs. Experience 

There are several ways that I analyze the sense produced from Stearns’s visit.  Miller 

describes him as “cute” and “really funny,” wearing an artist-identifying T-shirt with a caricature 

of himself painted on it.  Along with his white hair and beard, perhaps his intent is to disrupt this 

image of old age, as cute. This paradox creates nonsense.  Recall that nonsense has its own 

sense, which keeps the concept of sense out of the domain of true and false; rather, contradiction 

and asymmetry is necessary in the production of sense (Deleuze, 1990).  This nonsense may be 

the sense-producing element in his visit, and the IG nature of the event extends the series to 

include his artist experiences and the children’s openness to learning about them.  

I look to the paradox of time and the series of excess and lack to theorize further why this 

was an IG learning event of sense.  Sense is seen in both the students’ excitement generated by 

his visit and the carryover that, according to Miller, created the mural and the bonding moment. 

The wall-size mural was comprised of small, complex designs and Miller proposed her students 

worked with extra effort on the intricate designs because they were sharing in the same mix of 

altruism and self-aggrandizement that motivated Stearns’s downtown murals.  In other words, 
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they were working as a team of artists for a common cause and they were being recognized in 

positive ways for their work, so this difference in their experiences and what Stearns brought 

together through the IG event also produced sense.  

Perhaps Stearns’s visit to the fourth grade was an IG event because his expertise 

answered the youth’s questions of: Where should I go? What should I do? Yet the reciprocating 

aspects of an IG experience played out as the paradox of time did not seem to apply to Stearns’s 

experience.  He did not hint at older attitudes in his response, even though the visual trappings of 

old age could label him as such. He did not lament time’s passing or question time’s finite 

quality.  Stearns was self-assured and presented a positive attitude about his future contributions. 

The fourth-grade students may well have overlooked Stearns’s white hair and beard.  Students 

were “overwhelmed” with the humorous artist when he presented the range of his work at their 

assembly.  It was his appealing display of excessive experience in his paintings, murals, and 

drawing skills that created a series of excess that paralleled the students’ lack.  The event that 

brought their two series together shared in the extensity of the experience, his murals were in 

their school—the physical sense event was experienced intimately by both series, artist and 

students.  The shared experience went beyond the event of that day because the students shared 

the work and continued to generate something special, an inspiration resulting from sense.  The 

self-acknowledged markers of Stearns’s age were contrasted in Stearns’s behavior, and this 

contradiction created nonsense.  Additionally, differences in the experiences of work, of youth 

and accomplished artist produced a sense event of IG learning.   

 

Stearns Limits the IG Relationship  

Miller’s IG learning event with Stearns was an event with her students, yet individually 
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the relationship with Stearns lacked a reciprocity.  I proposed that a definition of an event of IG 

learning should include its sense-producing aspect and that IG learning demonstrates positive 

developmental effects for both parties.  I referred earlier to the collaborative nature of the life 

story narrative as having a reciprocal nature.  When Miller interviewed Stearns, the interview did 

not have that quality.  Stearns promoted a view of himself as an entrepreneurial artist in his 

presentation to our summer seminar, I suspect he did the same in Miller’s interview, which 

followed his visit with students.  During the fourth-grade assembly he assumed the role of the 

expert artist and enjoyed being a tacit art educator, yet in her interview, Miller asked him a 

question about place, hoping to learn more about Stearns’s thinking on the topic of local place 

and art, and although he answered the students’ interview questions in the assembly, he seemed 

flummoxed by an adult’s question.  Miller explained, 

I interviewed him and I asked him a question about what do you feel the place or Wichita 
has to do with your art; he got real—puzzled and was like, “Could you repeat the 
question?”  And then I repeated it again and he just kind of got—closed off from me.  
Because I think he didn’t understand the question, and I had made him feel inferior, and 
he just quit at that point.  Up until that point, it was great.  And then it’s just like a 
complete shutdown. . . . I—tried to explain it more, and he was just like, “I don’t think I 
understand.”  And then after that, he was pretty much done; whereas up until that point, 
he was totally going with it. 
 
Miller’s questions prodded Stearns to reflect.  By asking for reflection from this self-

proclaimed tradesman, Miller upset his equilibrium.  He had not anticipated Miller’s probing 

question about his art’s meaning and shut down.  Stearns is 25 years older than Miller and 50 

years older than the children.  He had been dominant in the relationships until then, but did not 

reciprocate by sharing power in a dialogue.  The series of excess and lack of experience, which is 

typically understood in an IG experience, was reversed in Miller’s case.  She was developing a 

theory about place and art and asked a question for which Stearns lacked expertise in answering. 
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Because Miller’s question was of a different kind than he was accustomed to thinking about, he 

did not engage it.  Miller had reconsidered her approach because she went on to say, 

Well, then I wish I would have told him, like during that time, I wish I would have said to 
him, “Well, I think a lot of your work creates a sense of home for the people that work 
here.”  I mean because the murals that are around town. Everybody knows that mural.  
It’s part of Wichita Falls.  You know?  So I kind of wish . . . I would have said that.  I 
was kind of awkward about the whole situation.  You know?  I think he just never 
thought about it, and then, I was like “What’s your answer?” And he just was like . . . 
uhhh.  And then he was just totally steered clear of it.  That’s why I think if you actually 
had time to ask, before [the seminar] kind of like you hadn’t thought of it . . . It’s an 
awesome question.  I mean, I think that this is neat.  It’s very—it’s the way that it needs 
to be.  
 
 Miller was prompting me to make Stearns aware of the theme of the seminar before he 

presented the next day, which turned out not to be necessary.  Events gain meaning in retrospect, 

and Miller’s earlier attempt may have affected Stearns’s thinking, as he hinted at consideration 

of her question in his remarks the next day.  At the seminar, he recognized the nature of the 

seminar’s focus, and he indicated that place influenced what he painted, albeit, primarily when 

prize money required it.  When describing how he had altered a photographed image in a 

painting for an upcoming competitive exhibit at the Museum of North Texas History, he said, 

“And it’s about this region . . . exactly what we’re talking about here, regional artists.”  He 

acknowledged how place could define an artist as regional, and although he did not embrace the 

concept as relating to his work generally, he talked about the utility of a place-based theme.  

Stearns’s self-supporting career necessitated the creation of paintings for specific needs.  If the 

call was for art to reflect a sense of place, like the exhibit he was referring to at the history 

museum, then his work reflected place.  He continued, 

The whole concept is North Texas history.  That’s the theme. . . .  This region, that’s what 
you paint.  So I painted this cowboy with a Wichita Falls bandanna. They had a Jack 
Daniels [whiskey] on him, but I changed it. . . . It was done in the photorealism style. . . . 
So this picture had a lot of character.  And everybody say a little prayer for me that I’ll 
win. 
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Competitions were important for Stearns because he included prize money as an income 

source.  He was also well paid for his hour-long presentation at the summer seminar, but he had 

visited the fourth grade gratis.  Stearns did not feel comfortable with theory, and he considered 

himself a craftsman with paint, more like a carpenter plying his craft.  Stearns did acknowledge 

Miller’s question at the summer seminar, in referencing regional art’s relation to place, but 

denied Miller a reciprocal relationship by not engaging in a dialogue with her.  The disjunction 

in the IG learning relationship was caused by Miller’s challenge to Stearns to reflect on 

something he had not considered before. In so doing, she may have upset Stearns’s age- or 

gender-related assumptions, and the result was he missed the reciprocity of an IG relationship.  

Miller helped create an IG learning event for Stearns and her students, and each series 

showed reciprocation, yet for Miller personally, Stearns did not reciprocate.  He opened up the 

social network of artists for Miller to consider as friends and neighbors, yet the IG learning event 

was the event of Stearns and her students, and Miller’s learning came from being a part of it. 

Miller learned about the sense production possible in a collaborative and creative environment 

through Stearns and her students, as he evolved from mural artist to rock star and then superstar 

through his interaction with the children.  She learned from working with an artist that artists are 

unique in some ways but are still human, and her social network was broadened to include 

artists.   

The difference in life experiences that brought together the series of Stearns and the 

children may have been amplified by the markings of old age that identified Stearns’s 

appearance.  His speech and mannerisms, which Miller said made him loved by the students and 

“really funny,” challenged the stereotypes of old age, such as weakness.  Because he achieved 
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rock star status with the children, he had not been stereotyped and he extended how they 

identified with a man with white hair and a beard beyond Santa Claus or a grandparent.  

The old/young binary may be upheld more strictly or even perpetuated by the adult 

world, especially when it may have tacit negative implications.  As I pointed out in the earlier 

story about Miller and her friend, ignoring generational difference misses aspects that could be 

gained by understanding difference in age-related perspectives in stories.  In this case, the lack of 

IG learning with Stearns may have been a result of gender. Stearns was caught off-guard by her 

intelligent question, and he missed an opportunity for furthering learning.  Ageism can be 

entwined with gender, and can make IG learning ineffective, through its negative effects and in 

the following I discuss how it may affect IG learning.   

 

Section 6. Age, Ageism, and Aging. 

The conceptualization of ageism has not been dealt with until recently and the ageism 

that most people are aware of are the negative stereotypes they may experience, or the 

discrimination against people because of their age or the perception of their being old (Iversen, 

Larsen, & Solem, 2009).  I began this research by viewing the older artists as distinctly different 

from myself, because I was considerably younger than the artists I originally studied. IG 

relationships are by definition a young/old binary, bringing together two different generations, 

yet, through the shifting series of relation of my self-image when I began this research, and 

myself five years later, I recognize a perspective change.  Through interacting with participants’ 

research, I have experienced the shifting relation of my series through time to come to a better 

understanding of aging, ageism, and art education’s role in distinguishing positive and negative 

implications.  In the following, I discuss how I experienced this time paradox within myself 



263 

because of the sense produced through an event of IG learning, created by the cooperative effort 

of a participant and the artist she worked with.   

Reflecting on the relationships of teacher-participants and older artists led me to critique 

my own perspective, problematize the young/old binary inherent in IG learning, and question 

how I participate in the subtle practice of ageism, which stereotypes and minimizes older 

peoples’ worth.  By confronting my ageist attitudes, I demonstrate the problem of identification 

through classification and offer the theory of difference as a solution.  I did this by revisiting the 

sense events for analysis, listening to participants in cooperative action research and valuing 

what they shared in developing concepts helpful for future research.  

I explore this problem through first-person analysis, using what I learned from reflecting 

on the data provided by Claire Walker about her interactions with the artist Wanda Ewalt, as part 

of our research.  Like the paradox created in the previous sections through my misunderstandings 

of authenticity and Indigenous culture, a disjunctive synthesis brings together the nonsense of my 

ageist views and an older artist’s accomplishments.  I show my own stereotyping illuminated 

through an event of IG learning, between, Walker and Ewalt, and the community. 

 

Finding a White Anglo-Saxon Female Artist 

Wanda Ewalt had not been Claire Walker’s first choice for a local artist.  Walker voiced 

her frustration with my attempt at beginning critical discussions at the February meeting through 

a discussion of stereotypes of Native Americans and with my guidelines of finding an older 

Wichita Falls artist.  She wrote in her reflection, 

Where are we supposed to be heading with this placed-based art curriculum? We watched 
a video on Native Americans. We looked at the Cowboy as a part of western art. I don’t 
see Native American or rural students in our school district. We gave personal viewpoints 
on the local demographics of our community as it relates to African Americans, 
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Hispanics and Orientals even though the majority of our local art community is white 
Anglo Saxon women. Just look at the elder artists available for research. 
 
We had ended the February workshop by discussing potential artists in Wichita Falls and 

searching the internet, which was a limiting search since older artists often don’t have an online 

presence (Ulbricht, 2000).  Walker had already identified a chainsaw sculptor of tree trunks from 

Wichita Falls.  Walker had been excited about finding the sculptor she described as “something 

of a self-taught Grandma Moses.”  In April, Walker lamented on Facebook,  

Well Aurelio Castillo seems to be fizzling out on me. I can't pin him down for an 
interview. He is going to be out of town for another 2 to 3 weeks. I am thinking I need to 
find another artist and interview him if I get the chance.  
 
Walker said she would have liked to find a male artist, and despite her intention to 

contact an artist who represented her school’s population, Ewalt, a White Anglo-Saxon woman, 

would prove to be inspiring to Walker through sharing a rich history.  Walker found inspiration 

in Ewalt’s story and this experiential knowing fueled the presentational and propositional 

knowing that became her presentation to the summer seminar, her curriculum, and her journal of 

place. 

Ewalt was one of three elder artists I had identified and presented two years earlier at the 

Kemp Art Center in Wichita Falls.  At 76, she was the youngest of the three. I had visited and 

videotaped a life story interview at her home studio.  Ewalt had dressed for the occasion.  Her 

hair was beautifully coiffed and she sat regally in her studio but seemed a little nervous in the 

formality of the interview.  I interviewed her loosely following a set of questions from the 

Fieldwork Data Sheet from a Library of Congress publication (2002) and as she recounted her 

life story she told me how she had come to be a practicing artist.  Ewalt’s early life story had 

intrigued me because, like the other elder artists I had interviewed from Wichita Falls, she had 

come from Oklahoma.  She was born at the height of the Depression and worked hard before and 
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after school, tending the fields of asparagus that her father grew.  She worked at a pharmacy in 

high school and met her future husband, a pharmacist, raised three children, and began a lifelong 

pursuit of art.  

When Walker chose Ewalt to work with, I anticipated their work would continue to 

create a broader view of place by sharing the influences of regional history.  I appreciated 

Ewalt’s artwork and her story because both were entwined in the particulars of place.  When I 

told Ewalt’s story, I began with her at the epicenter of the Great Depression, in Oklahoma in the 

mid-1930s because I knew this connection to a historic place and time could provide a bridge 

between her individual story and the larger story of a time and place in history, the ideographic 

and the nomothetic (Atkinson, 2007).  I interpreted Ewalt’s story as significant in that it 

connected the Wichita Falls region with a part of the larger contracted past of the region.  

Because Walker chose Ewalt in April, with less than two months to prepare, I sent her 

two documents I had written about Ewalt: a loose transcription of my life story interview and 

notes from my presentation at the Kemp Art Center from 2011.  Nonetheless Walker made 

Ewalt’s acquaintance through a life story interview and studio visit and also photographed her 

work.  Despite the time constraints on Walker’s research, she took the time to build a 

relationship with Ewalt, although she could have simply used my interview, lecture notes, and 

artwork images and written a curriculum guide.  However, she made different kinds of 

connections with Ewalt and her story.  I experienced this difference as sense as I witnessed the 

empowering effect of Walker’s presentation with Ewalt at the summer seminar.  This compelled 

me to analyze this IG event in relation to my perceptions of Ewalt, documented in my 

presentation several years earlier.  This unsettling sense caused me to reconsider how I had 

viewed Ewalt as a person and an artist and to question the age binary that IG learning assumes.  
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Walker’s propositional and presentational learning invited me to see aspects of Ewalt and 

Wichita Falls differently.  In the following, I form a disjunctive synthesis in bringing together 

two different perspectives to produce sense from the nonsense of ageism. 

This narrative analysis shows that in Walker’s presentation to the summer seminar she 

articulated elements of Ewalt’s story that elevated Ewalt’s status as an artist in the community.  

Together they created an event of IG learning for the seminar participants.  Walker’s 

presentation empowered Ewalt to share her wisdom with community members.  I explain why 

this was a sense-producing event of IG learning and how, in contrast, my earlier presentation was 

not.  The presentation I had created about Ewalt several years earlier, where I intended to honor 

her, instead subtly devalued her work as an artist.  Walker showed respect and had the ability to 

connect with Ewalt and appreciate her accomplishments as a local resident and shared other 

commonalities with her as well.  As I remarked earlier, we each created a version based on the 

same facts, yet we structured the story in different ways.  I discuss the contrast between Walker’s 

empowering presentations and mine, and I analyze how our two approaches set up as a series of 

contradictions that produced sense.  The parallel series of language, Walker’s and mine, leads to 

my investigation of ageist attitudes and also the pernicious gendering of my modernist art 

education.   

 

The Rauschenberg Connection 

When Walker initially presented Ewalt to our research group through a brief narrative, I 

was struck with her skillful storytelling. “Wow, what a wonderful educator, I can learn from 

her,” I thought to myself.  “She explains things extremely well.”  She concisely and respectfully 

wove together the parts of Ewalt’s story and created the image of an empowered woman, which 
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caused me to think back to what I had presented in the past.  Perhaps the first time I heard 

Walker give a presentation in March should have prepared me.  She was the least vocal in our 

group discussions, yet when she presented Robert Rauschenberg, her selected artist from the 

museum’s collection, her speech was confident.  Each participant had been enlisted to research 

and write curriculum about an artist in the museum’s collection who came from anywhere in 

Texas.  Walker took advantage of this opportunity to learn more about art globally through the 

iconic Texas-born artist Robert Rauschenberg and then made connections to Ewalt’s artwork and 

processes.  

Initially Walker had alarmed me with the depth of her presentation on Rauschenberg to 

our research group in March.  Walker presented comprehensive historical and contextual 

information that placed Rauschenberg’s innovations in the forefront of the Pop Art movement of 

the 1960s continuing to his interest in innovative technology in the 2000s.  Some in our group, 

myself included, felt the content was too scholarly for a presentation to elementary age students, 

yet Walker took a serious approach to sharing information with her students and treated Ewalt’s 

life story and artwork with equal respect.  

A discussion about Ewalt and other local artists at the April workshop as an occasion for 

participants to discuss art historical connections from global to local, noting Ewalt’s similarities 

to Rauschenberg an artist with Texas roots.  When Walker first considered Ewalt’s artwork, she 

saw a connection between her collage experimentation and that of Rauschenberg’s and before 

she selected Ewalt, she was already thinking about comparing and contrasting the two artists.  In 

a Facebook post she wrote, “I saw the similarities with Rauschenberg too. I think I will get your 

stuff Liz and try to add to it.  Seems to be fated”.  Walker referred to this connection when 

discussing plans for her curriculum’s art-making activity, she proposed:  
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 My idea is to compare and contrast Wanda Ewalt because they are both collagists but I 
need to talk to Wanda on Saturday morning to see if she even knows who he is because I 
see him as the first big collagist in the US or, if it is just a popular thing to do in the art 
world, because there are people sitting around doing scrapbooking, which are little 
collages. 
 
Walker had not interviewed Ewalt yet, so she was not aware of her long association with 

the university art department’s national visiting artist program.  After her interview, she 

appreciated that Ewalt’s work was more than little collages.  The discussion continued among 

participants at the April meeting, linking collage to historical modern artists Picasso and Braque. 

Walker then conjectured that Picasso's interest in African masks led to interest in Native 

American masks as a thing to study too “because people started to see their value as an art 

object.”  The discussion continued.  Rose added, “I think it's cool that so many of these artists 

knew each other, like Giacometti and Picasso were friends, and I think that's important.”  I 

added, “And there are other direct local connections, like Jeanette Heiberger’s connection to 

Picasso through her teacher, Oscar Chelimsky, who was trained by Hans Hoffmann and also 

Braque.  

Rose: (gestures a horizontal circle) It's all connected. 

Walkup: And you can’t help but be influenced by what you see. 

Walker: And I think that it’s all about the culture and . . . 

Walkup: . . . who your friends are.  

Walker made her Rauschenberg lesson plan’s focusing theme around how contemporary 

culture had influenced all his work, and her activity of self-portrait collage would reflect that too.  

Walker’s and Rose’s propositional thinking relates to the connections that Ewalt, Stephens, and 

other local artists have to each other and to a larger art world.  Walker and the group’s 

propositional learning is an example of how the reflective dialogue in cooperative action 
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research gave the cyclic process focus, in transferring learning from the previous action cycle of 

observing the art of the identified artist to reflecting on its significance, and then cycle to fruitful 

planning for the next step of curriculum writing (Heron & Reason, 2008).  Walker would later 

tell me that she had made connections from the curriculum writing to reflecting on how the past 

of the Wichita Falls arts community connected to Ewalt’s story. 

Later that day participants shared their in-progress journals of place.  Walker’s journal 

reflected how her presentational learning was similar to Ewalt’s art-making style.  Walker’s 

journal included photographs of her favorite local modernist architecture, public art horse 

sculptures, art from an exhibit called Cowboy True at the Kemp Center, and a needlepoint exhibit 

at the university.  It also included images from her students’ working-class neighborhood.  

Walker explained that the creative brick walls were designed with leftover brick from 

construction jobs.  She pointed out that this vernacular architecture was an alternative means for 

residents to express their artistic selves.  Her journal referenced collage because she was not just 

gluing photos onto pages but was designing each page.  As Walker talked about her journal of 

place in our culminating interview, she said she could keep going and going on it.  “And 

everything I used was repurposed and recycled kind of like Rauschenberg and Wanda Ewalt.”  It 

appeared Walker’s journal pages went beyond what she had described as the “little collages” of 

scrapbooking.  Walker clearly related to and respected Ewalt on a professional level. 

 

Ewalt Challenges the Grandmother Stereotype 

As Ewalt walked into the summer seminar, well after lunch was over, and took a seat 

among the 25 workshop participants, I had hoped that she would enjoy Walker’s presentation. 

What I didn’t expect was how much more Ewalt would add to it.  Walker introduced her 
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presentation with the distinguishing fact that Ewalt had attended Midwestern State University for 

40 years.  “She has taken every art class they offer and has used it for her passion.”  Passion is 

the word Walker had used before in describing Ewalt’s persistence.  In Walker’s exit interview 

earlier she had said, “I was just amazed that she went there forever and never got a degree; she 

just went” (June, 3, 2013).  I had interjected, “She went because that’s what she needed,” but 

Walker held firm, “That is her passion.”  As I revisit these words in this analysis, I realize it was 

something at the summer seminar, during this presentation that produced sense for me, which 

made it a sense-producing event of IG learning and which demanded a rereading of my original 

presentation. 

The sense that struck me is described by MacLure (2013) as the event when data 

“glows,” which can be caused by “a sarcastic remark in an interview, a perplexing incident or an 

observed event that makes you feel peculiar” (p. 660).  MacLure later defines this term as sense, 

after reading Deleuze (2004).  She goes on to describe how the occurrence of sense, or the sense 

event, diminishes our control over the direction of the research and can move us toward a post-

qualitative understanding of research because sense is an important guide to where to look in a 

sea of narrative data to find the interesting, the paradoxical, and the contradictory that lead to 

insight.  Following this sense led me to look at how I had originally presented Ewalt. 

At the seminar Walker set the parameters for understanding Ewalt in relation to this 

distinction—that art is her passion—and this contradiction set in motion the analysis that 

follows.  Walker continued her introduction of Ewalt to the seminar with a lively two-minute 

video of images of Ewalt’s work interspersed with pure color slides that break into patterns that 

visually connect each image and scroll, swirl, and break apart in transitions as rhythmic music 

accompanies the presentation and keeps it moving.  I noticed that Walker had used some of my 
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images and added her own.  She had included Ewalt’s framed artwork that hung in the artist’s 

house.  The glare from glass on the framed work doesn’t show off the artwork well and makes 

me aware again of some qualitative differences between our presentations and interpretations of 

Ewalt’s artwork.  I had visited Ewalt’s house with an assistant who photographed her work and 

ran the video camera.  This contributed to my realization that I had approached my original 

interview with a limited view of my role as researcher, with dispassionate questions rather than 

dialogue.  My understanding of research has changed as I experienced my coparticipants’ work 

in this action research, and I now realize the full benefit of the cooperative aspect of research.  

Walker moderates the video, saying, “This is an example of her style and what she has 

done.  Her work started off simply and grew from there.” When the upbeat animated introduction 

to Ewalt’s work trails off, ending with an image of Ewalt in her studio, Walker begins again. 

And one of the reasons I love Ms. Ewalt is because her style is just like mine.  That is her 
studio and it is floor to ceiling stuff and she incorporates it all into her art work.  So she is 
really one of the artists that repurposes and is into green reconditioning.  Nothing gets 
thrown away and everything gets used.  And, now, you should be able to look around and 
see a familiar face.  We have Ms. Ewalt back there, with us.  
 
Some people looked around and begin to applaud as they see Ewalt sitting in their midst. 

Walker continues her story with the rhythm and the cadence of a preacher, without skipping a 

beat: 

Ms. Ewalt is child of the Depression. She was born on the family farm between Cement, 
Oklahoma, and Chickasha. Her father was off hitchhiking to California to find work so he 
left the family at the farm and her mother, being pregnant, was trying to call the doctor. 
And the doctor in Cement was just a little bit closer than Chickasha. So on her birth 
certificate it says “Cement” even though she's a Chickasha girl.  
 
I notice this part of her life story, which I had not heard before, donates an intimate 

quality.  The Depression split families apart and it also created frugality with materials, which is 

a recurring theme in Walker’s presentation.  She continued: 
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She worked on the family farm.  She was in that group who was from the Depression 
who believed in working hard, so during high school she went and got a job at the local 
drugstore where she met her husband who had just gotten out of pharmacy school.  After 
a year or so of being newlyweds, he got a job offer here in Wichita Falls, paying a 
hundred dollars more a month, so they jumped on it and she moved here. Being the good 
mother that she was, she went out and bought art supplies for her two daughters and a 
son. That didn't last long. They lost interest, but Ms. Ewalt picked up the brushes and 
materials and decided she wasn't going to let it go to disuse.  So that's when her passion 
began.  She really did not find art until she became an adult. And her husband encouraged 
her that if she was going to do this, that she need to do it the right way and get trained by 
the right teachers and that's when she enrolled in MSU, and it took off from there.  
 
Walker’s interpretation of Ewalt’s story subtly weaves the themes of place and time, 

passion and training.  She frames Ewalt’s art career as a discovery that her husband helped her 

pursue by valuing and supporting an academic studio practice.  Walker focused on what made 

Ewalt’s venture noble, in light of women’s changing status in the 1960s and ’70s. 

She didn't let go of it.  She just kept going.  If they offered something new, she would try 
it.  If she saw some professor working with a group of students in the back corner, she 
wasn't afraid to go see what they were doing.  That's how she found out about copper 
enameling.  There were some men working in the back, eating lunch, and she went back 
and asked about it and she took up that skill. She has done sculpture, she has done 
printmaking, she has painted, but I guess when you are there 40 years, you got to do it all.  
You have time.  
 
Tom Crosnoe, the senior sculpture professor in the art department at Midwestern State 

University, was one of those men in the back room of the art department.  It may have been bold 

for a female student to invite herself into an all-male backroom gathering in the context of the 

late 1960s. Walker had connected with another part of Ewalt’s story that I had disregarded, but 

when I think about how I felt when I had entered college in the 1970s, I remember there was a 

sense of the dominance of male attributes in the program. Walker’s inclusion of this fact added 

to her valorization of Ewalt and helped empower Ewalt to speak about herself and allude to this 

fact when she spoke to the community a few minutes later.  It was these small differences in our 
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interpretation of facts that added to my growing unease with how I had presented Ewalt 

previously. 

Walker’s presentation flowed into her kindergarten art-making lesson plan. “Why I like 

her artwork is because it works really well with beginning students and beginning artists.  

Because of all her colors and collage techniques you can incorporate into your teaching.”   She 

presented her lesson with connections to science and math.  As she finished describing her 

lesson, she emphasized the layered, textural aspects of Ewalt’s work.  She said 

Regarding the use of materials she put down on it. You think you just slap that work 
down, but it does not work that way. You have to have a trained eye or that creative eye 
just to make it look that way. And she does. 
 
Walker distinguished Ewalt’s collage technique so that it was not taken lightly by the 

audience.  The questions and comments that followed allowed Ewalt to finally speak for herself 

and consequently receive praise from the community.  A seemingly simple question from 

someone in the audience allowed Ewalt to answer with a broad response, which becomes her 

entry into sharing the wisdom of her experience and an event of IG learning.  To the question 

“Did you do all the metal work yourself?” referring to the welded copper tubing in her relief 

sculpture in the gallery, she answered as follows: 

Yes, I took metalsmithing at MSU and enameling and I've taken every class they have. I 
was just fortunate to be able to do that.  And I studied years and years and years out there.  
I was just curious about every aspect about art.  I just love art. So if any of you are 
interested, don't let anything stop you.  If you are interested in painting or drawing or 
sculpture or whatever.  I have three children, five grandchildren, and four great-
grandchildren.  They all know that this is the most important part and they are just kind of 
standing in. (Loud laughter).  I've been doing this for many years and I just can't think of 
a day that goes by that I don’t have something to do with art. 
 
Ewalt was challenging the myth of the doting grandmother here and opening my eyes to 

the seriousness of her commitment, which had I missed earlier.  Walker added detail: “And her 

husband has been very supportive; he has obviously paid for all this time at MSU and he built 
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her a studio.”  Walker was conveying a fact that Ewalt had also pointed out when I interviewed 

her—that her husband encouraged and supported her.  Ewalt continued: 

Notice it is a messy studio.  I decided a long time ago I could either have a nice, pristine 
and clean studio, or I could do artwork.  And my children and grandchildren and great 
grandchildren love it.  When they come in my house, they go in there.  It is amazing what 
kind of influence you can have, without trying to influence them, without really trying, 
because they see me.  They know they can go in there and they can do whatever they 
want.  
Besides challenging the myth of a grandmother’s neat and tidy spaces, Ewalt hints at the 

origins of IG learning within the family.  An important part of the IG learning event is the 

sharing of experience in relationship and this microenvironment for countering ageist attitudes is 

one that is often overlooked.  Ewalt situates her home studio as a space for her extended family 

to learn about art, and in sharing this story, she is extending IG learning beyond her family to the 

community.  Walker continued to praise Ewalt, mentioning local venues where Ewalt’s work can 

be found.  Ewalt is quick to praise the local art association of which she had been a member for 

years.  It was through their archives that I had first discovered her work and the two other older 

artists, including Jeanette Heiberger.  Walker referred to Heiberger in a final comment, “And just 

like Jeanette, she’s still doing it.  She paints and explores.”   

It is Ewalt’s longevity as a student of art, as well as their sharing a similar aesthetic, 

which is remarkable to Walker.  In our exit interview, referencing one of Ewalt’s images in her 

journal of place, she said, 

That is what I think of when I think of Wanda not the . . . thing that is there.  But you 
know, it is a growth experience.  She is still learning and changing and doing and . . . 
even, doing something new.  
 
Learning, changing, and doing are gerunds that reference a state of becoming because 

they are subjectless.  Walker’s words are valuable in reminding me that Ewalt’s life as an artist is 
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an event, worthy of sharing with students and community.  I use the word event philosophically, 

to focus on how it holds the element of becoming, which offers unlimited growth.   

Event is always an element of becoming, and the becoming is unlimited, similar to the 
rhizome whose underground sprout does not have a traditional root but a stem, the oldest 
part of which dies off while simultaneously rejuvenating itself at the tip. (Semetsky, 
2007, p. 78)   
 
Ewalt’s becoming is a lesson of rejuvenation, and by sharing this message at the seminar 

Walker and Ewalt created a sense event for participants to consider.  It gave me pause to 

reconsider how art operates in Ewalt’s life.  The compliment of a high school art teacher in the 

audience, Tommy Evans, demonstrated he had been affected similarly:   

I had the privilege of having conversations with her at an art show a couple years ago. 
She literally inspired me to create.  For no other reason than to just go to a studio and 
make things.  And she does it every day.  What you saw is a fraction of what she does.  
Nothing hits the trash can without serious consideration of how you can use it first. 
It is inspiring seeing people who have done this 40, 50 years longer than we have and still 
making-it, doing what we love to do and knowing that it is not temporary and knowing 
that we have a spot. 
 
Evans’s statement demonstrates a key benefit of IG learning in a group setting because he 

amplified Ewalt’s experience and extended its value to others of his age.  He credits Ewalt with 

sharing a larger lesson that impacted his future and that of like-minded community members.  

His unsolicited praise was motivated by the resilience Ewald has demonstrated, and others in the 

community can hope to share in it also through their own art practices.   

The IG event of Ewalt and the community coming together unsettles a paradox that age 

presents. It offers alternatives to misunderstandings and biases that different ages may hold, 

because both parties come to the present from a different perspective and with a different 

question.  She answers the question of youth—“What shall I do?”—not with the reminiscences 

of age but by sharing the ongoing experiences she is still engaged in.  She does not ponder the 

puzzle of age—“Where has it gone?”—in the presentation of her art; instead Ewalt shares in the 
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present moment of Aion, where the past and the future inhere together.  In this way a possible 

future is shared by all participants in this learning event, in an ongoing experience of becoming 

in the present.  This IG learning creates the possibility of sense production through the paradox 

of time because the event brings together both series and invites both series to act in the present 

together with awareness of the past and future 

More questions follow and Ewalt reiterates her main points, but as the air conditioning 

kicks on in the cavernous gallery, her exact words are lost. The sense of the event lingers for 

those who will reconsider what they heard.  The seminar participants can use the written text of 

the curriculum to retell the details of Ewald’s story to their students, but the salient parts of her 

story tumbled out in her own words.  Ewalt’s language was sense-producing.  MacLure (2013) 

credits the “double relation of both the materiality of the body and the incorporeality of thought,” 

which produces the series of language that is capable of producing sense (p.658).  MacLure notes 

Deleuze (2004) identified sense as “something wild in language.”  Ewalt’s words proved to have 

just such an effect.  She shared her personal motivation and as Walker described it, her passion, 

and gave us a different perspective of being an artist.  In retrospect, my presentation of Ewalt 

intended to honor her, but I did not include her as a coresearcher, so my methods were 

unintentionally patronizing.   

 

How an IG Learning Event Works 

Walker’s presentation seemed to empower Ewalt and was sense-producing for me and 

perhaps others.  As coparticipant, Ewalt confirmed her distinction as an artist and set forth a 

declaration disregarding stereotypical grandparent roles. She showed her commitment to 

studying art had not changed over years, and she challenged ageist myths of weakness and 
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incompetence (Iversen, Larsen, & Solem, 2009).  The role of grandparents is in flux yet a 

stereotype of grandparents who bake cookies and take children to the zoo is still with us.  Ewalt’s 

grandchildren and great-grandchildren respected her creative time and were allowed to share in 

her creative space.  

This IG learning event was sense-producing because Walker and Ewalt’s cooperative 

presentation of experiences upset geriatric stereotypes.  Ewalt had presented herself as an artist 

first and a grandmother second.  She kept a messy studio in pursuit of her passion she had been 

exploring for 40 years.  Walker and Ewalt demonstrated the power of cooperative research, 

which empowered Ewalt to speak.  In challenging stereotypes, she expanded this community’s 

awareness of the long-term commitment of an artist to her work.  The cooperative nature of this 

action research had made this possible, with Walker performing the role of coresearcher with 

Ewalt, which led me to think about how different my original research with Ewalt had been.  

In the following, I return to notes from my interview with and presentation about Ewalt in 

2011.  I explain how Walker and Ewalt’s presentation differed from mine to demonstrate how 

the sense produced led me to a better understanding of IG learning.  I look at the two events as 

parallel series, and the paradox that keeps them apart becomes apparent.  The two series I refer to 

as Walker’s speech and Silly speech.  I use the name Silly because in retrospect I see myself that 

way and, although I thought I had taken on the role of researcher, I had not noted my biases.  

Each series is made up of language, that is, my word choice and context, and me in a parallel 

series with Walker’s language, in reference to Ewalt and her story.  By discussing the paradox 

these two series create and identifying an element that brings understanding to the difference, an 

important concept that is key to IG learning is revealed, which is important in planning future IG 

learning events.  
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Silly Series, Silly Stance 

In the following I share the research from my 2011 presentation on Ewalt.  in parallel 

series with Walker’s 2013 speech. In doing so, I show my Silly stance and the nonsense of my 

ageist views.  I analyze the difference and I demonstrate the subtle disempowering that 

accompanies use of ageist language embellished by disempowering notions of modernist art 

education that easily slips into gendered language.  

Recall when I first interviewed Ewalt I had maintained the role of what I thought a 

researcher should be, using Library of Congress fieldwork data questioning techniques and 

getting good photos of the artwork.  Based on my original research, I created a presentation that I 

billed as honoring three elder artists during an evening of light education and entertainment at 

the Kemp Art Center.  Yet in reflecting on this presentation I discovered my words revealed my 

own biases regarding art and age.  To begin with, I had grouped the three women together by an 

age demographic, marking them with the distinguishing title of elder without asking how they 

would like to be described.   

In my lecture notes I wrote, “Wanda is a jewel for Wichita Falls to cherish.”  I had earlier 

referred to Ewalt as a gem in the title of the talk.  The metaphor placed her among two other 

elder women artists I recognized with similar nouns, “Three Artist of Wichita Falls: Blessing, 

Gift, Gem,” was the title of my Kemp Art Center lecture in 2011.  I wrote, “Their art is their 

grandest achievement. The magic of paint on a canvas intrigued each in a unique way.”  I had not 

asked them what they felt was their grandest achievement.  I probably would have gotten three 

different answers.  My use of the term “magic of paint” was coded language, which minimized 

the artists’ work.  Magic is more often associated with children.  There is no magic in Ewalt’s 
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work; there is an artist’s skill, which Walker recognizes in her description of Ewalt as having “a 

trained eye” and as one who “paints and explores.”  

I had associated Ewalt with a gem and a jewel because her artwork has rich texture and 

color.  In my lecture notes I had written, 

Wanda’s rich use of color and texture and jewel-like surfaces may reflect her 
enchantment with her Aunt Juanita who was a glamorous trapeze artists who visited 
every time the Barnum and Bailey Circus came to town. “They visited many; many 
times.  They had beautiful costumes. . . . They were a big part of the circus.  They were 
like movie stars whenever they came.” (October, 2011) 
 

Walker had heard an additional part of the story from Ewalt and interpreted it differently. Walker 

wrote,  

She was in awe of her aunt Juanita Dieschler for whom she was named. . . . Ewalt 
enjoyed watching her aunt from the front row of the big top. . . . She also has a fond 
memory of recognizing her in a News Reel at the movie theater and declaring to the 
audience that it was her Aunt Juanita.  The dramatic richness of Juanita’s stage life seems 
to drift back into Ewalt’s imagination as she creates her colorful images. (NTIEVA, p. 
64) 
 
Walker focused on how Ewalt’s aunt contributed to a sense of pride and cultural capital 

in her youth.  Walker was writing the curriculum to be read to an elementary school audience, 

and she presented Ewalt as an artist.  I had imagined Aunt Juanita’s costume as a visual influence 

on Ewalt’s artwork, so I added “jewel-like surfaces” and “magic” to my description of it, and 

then I transposed the description onto Ewalt herself calling her a gem and a jewel.  Walker 

instead sees Ewalt as an active creator, drawing inspiration from the “dramatic richness of Aunt 

Juanita’s stage life.”  

Looking at the two descriptions as parallel series of language or stories about Ewalt, one 

using language with intent to teach and the other using language with intent to honor, I see upon 

critical reflection my language is patronizing.  Patronizing behavior marks a benevolent form of 

ageism.  Ageism effects older persons’ functioning in real ways, including self-perception and 
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self-confidence (Chasteen, 2015).  Benevolent ageism is social discourse that portrays the older 

person as “other” and past the usual age of doing something yet deserving of respect and care, 

which in turn discounts the older person as being capable or fully competent (Orpin, Walker, & 

Boyer, 2016).  It is a paradoxical and disempowering term.  In this case, I had selected Ewalt and 

two other older artists to honor because of the distinction that they seemed to be past the usual 

age of producing and showing art, and for this alone I assumed they deserved respect, so my 

speech tended to sidestep any parts of Ewalt’s story I might trouble from a critical perspective.  

In doing this I discounted Ewalt as not being fully competent.  

 

Defining Ageism  

Ageism Hurts (2016) asserts that ageism, “the idea that old people are supposed to be 

frail, incompetent, less than and laughable, permeates culture so thoroughly that it takes real 

attention to catch the small messages as they slip by.” (para 1).  As I reviewed my presentation, I 

noticed I had used weak praise for Ewalt’s artwork.  I characterized Ewalt as a sweet lady whose 

art-making efforts were part-time.  I felt I needed to explain this and her use of multiple styles as 

being caused by her constant student status.  I had viewed this as a deficit, a situation I valued 

differently than Walker had.  Rather than look at why I took issue with this, it was simpler not to 

question it and instead to minimize her work’s importance.  I presented her work more as though 

she was a senior citizen painting and experimenting for fun.  Ageism was working because rather 

than ask her about my concerns, I felt I must compensate for her situation.  I discounted her as 

capable of being, or fully competent to be a serious artist, a sign of my disempowering ageism.  I 

also must recognize a similarly divisive hierarchy of modernist art education that monitored my 

interior dialogue.  It is dismissive of feminine values (Dalton, 2001).  Feminine tendencies in art 
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in the past were associated with weakness and that weakness is easily conflated with age.  In the 

following, I show how the intersection of both ageism and modernist art education served to 

disempower through sharing disabling language.  

 

Modernism and the Hierarchy of Art Practice 

In describing Ewalt’s style, I had written, “Her work shows a diversity and 

adventurousness in trying different techniques. . . . Although her works have such different styles 

here; they are all similarly rich and tend toward abstraction.”  I used the nouns diversity and 

adventurousness to indicate that she switched techniques often.  At the time of my interview in 

her studio, as I surveyed 40 years of experimentation, hung salon style on brightly painted 

yellow walls, the term “Sunday painter” kept bubbling up inside me.  I had to bury words like 

dabble and dilettante.  My own college art education reflected the masculine orientation of the 

modernist approach of the art academy of the 1970s that subtly played into my diminution of 

Ewalt’s efforts (Clark, 1996).  I believed I held the values of a second-generation feminist 

scholar in art education in this project, by promoting the recognition of women to the profession 

and exploring the characteristics of feminine aesthetic values (Clark, 1996).  My interpretation 

was laced with a network of connotations that modernist art education had implicitly associated 

with weakness and gender.  My earliest attitudes toward art, my tastes and my ideas of quality 

were formed within a modernist art education perspective.  Dalton (2001) states that this 

approach is gendered, with the feminine aspects of art historically being less valued.  Dalton 

(2001) wrote, “Modernist art education has been and continues to be a complex of gendered 

discursive practices: saturated through with masculine and feminine divisions and hierarchies 

which in turn produce gendered identities as hierarchical” (p. 8).  One of these concepts is the 
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Sunday painter, which differentiates between a professional artist and someone who is “a 

nonprofessional painter, usually unschooled and generally painting during spare time” 

(dictionary.com).  It was a term used in my college days to distinguish between the dilettante 

artist who merely took classes for fun and the serious artist that took classes to further a future 

career in art.  Dalton (2001) states expectations for art classes that often tend to feminize the 

subject,  

Art is taught in relaxed, colourful, playful, creative environments sympathetic to 
traditional feminine interests and is often regarded, not least by social scientists and 
feminist educators, as a harmless leisure pursuit, an antidote to real work, and a creative 
outlet; a place where with sensitive teaching, the authentic and transparent expression of 
girls' thoughts, feelings and experiences can be unproblematically encouraged. (p. 6)  
 

Although this description may apply to some K–6 classroom, my modernist male college art 

professors countered this feminized idea of art by favoring a masculinized environment and 

using disparaging terms like dilettante or Sunday painter for the part-time, often female, “stay-at-

home mom” student or the retiree.  Social practices of female artists, as defined by modernist art 

educators, created benevolent biases regarding art’s feminine attributes which also hide 

disempowering ageist behaviors.  In my imaginary past, Ewalt would have been one of the 

“Sunday painters” in my college class.  To honor Ewalt I may have used inflated language to 

hide my suspicion of dilettantism.  My benevolent ageism gave me license to puff up my text.  In 

contrast, Walker’s series offered a straightforward approach in the curriculum guide that 

respected Ewalt’s choices:  

Wanda Ewalt creates acrylic collages in the style of Abstraction. . . . She uses both re-
purposed and bought items to integrate into her art.  She bases her decisions on what she 
thinks look right.  Wanda is not afraid of trying new techniques like a Polaroid emulsion 
process and painting on glass. . . . She likes to show complexity in pattern. . . . She uses 
an artist’s eye for creating images that are rich and complicated. (NTIEVA, 2013, pp. 64–
65) 
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Walker had considered the particulars of Ewalt’s association with the university art program, her 

history, and the social climate in weaving a story that presented a fully developed person who 

had chosen to study and practice art.  Walker elevated Ewalt’s status as an artist in the 

community and showed how the asset of a university art program had benefited Ewalt and in turn 

the community.  

 

On Privilege 

Ewalt took advantage of her freedom to experiment without the pressure to produce for 

gallery exhibits and sales, and initially I interpreted this as weakness.  Because her husband 

supported her work, I personally struggled with whether this privilege implied dilettantism.  In 

fact, she recounted holding a part-time job at a designer furniture store for six or seven years, and 

eventually quitting when she realized it was cutting into her painting time.  She was committed 

to explore various expressive media and chose not to narrow her focus, as one of her successful 

artist friends had.  She understood the implications of narrowing one’s focus with the end goal of 

sales.  She had been close friends with a financially successful painter in Wichita Falls who had 

recently died.  The painter’s large abstract paintings sold in contemporary art galleries in Fort 

Worth and Santa Fe.  Ewalt had recounted this story in my first interview with her: 

I didn’t take my work out on the road.  Scottie Parsons was a very good friend of mine. 
She was probably the most successful painter in Santa Fe. . .  She was in the first class I 
was in at Midwestern. . . She had the wealth and facility to show and make her work.  
She was a famous artist around here.  We started in ’67–’68.  Scottie’s were very 
abstract; I’m always open to try things, and that may not be so good.  She got tired of it 
but that’s what sold. She bought that little green flower from me that one time, but she 
never varied from what she did because that’s what the galleries wanted.   
 
Ewalt’s style was wide-ranging and by indicating Parsons’s purchase of one of her 

realistic paintings, she indicated that Parsons may have wanted to deviate from abstraction in her 
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own painting.  Ewalt was thankful for her freedom from pressure from to create for economic 

reasons. 

As I compare our narrative presentations, I revisit how I felt about Ewalt’s dependence 

on her husband’s financial support and now question the myth of an artist’s independence within 

a structure of power, empowerment, and dependence.  As Ewalt had noted in her story about 

Parsons’s career as a painter, her friend had financial success, but she had the privilege to 

experiment.  Walker demonstrated a more empathetic understanding of Ewalt’s privilege to 

study art for 40 years than I had.  Walker’s telling of the story does not emphasize privilege, but 

the wisdom of Ewalt’s husband’s support for her serious study of art.  She wrote, “It was her 

husband that encouraged her to take lessons at Midwestern State University.  He convinced her 

that if she was going to pursue art she needed the most professional help she could get to learn” 

(NTIEVA, 2013, p. 64).  Ewalt had said in my interview, “My husband has been the biggest 

influence in my life by allowing me the opportunity to paint and go to school.”  Walker also 

mentioned at the seminar he had supported her classes and built an addition to their home to be 

her studio. 

Maybe Walker identified with Ewalt and recognized the good in taking advantage of 

life’s privileges in one’s self-discovery.  In Walker’s case, she had been able to do a variety of 

arts-related jobs before taking on her elementary teaching position “in service to the 

community”.  I too had been married to a professional and had several children, but my husband 

did not support my pursuits as a full-time studio artist.  Perhaps I was blinded with envy to the 

multiple levels of good that Walker found and emphasized, in Ewalt’s story.  

Although Walker did not minimize the institutionalized role of stay-at-home-mom for 

women of Ewalt’s generation, she did point to a distinction between what Ewalt did and how 
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other, older, local artists practice, saying “Wichita Falls has a lot of little old ladies doing their 

art . . .  Junior Leaguers or have-been Junior Leaguers” who meet in someone’s garage to paint.  

That is not what Ewalt did and Walker held her in esteem for her commitment.  

 

Implicit Ageism and Modernist Art Education 

 As I reflect on my own earlier inquiry and presentation of Ewalt, I learn more about my 

preconceived notions about age and people.  I had been guilty of ageism because it is easy for 

this bias to lie beneath the surface and remain unobserved.  It is only recently that implicit 

ageism has been recognized as such (Levy & Banaji; Palmore, Branch & Harris, in Iversen, 

Larsen, & Solem, 2009).  I considered myself young and Ewalt old, and had not considered how 

that bias might affect my research.  The binary of old/young is an accepted commonsense 

ideology and has only recently been challenged as a social construction in relation to ageism 

(Iversen, Larsen, & Solem, 2009).  In looking back, I had conflated implicit ageist notions with 

aspects of artistic practice that I considered feminine or weak.  This notion was supported by the 

modernist and second- generation feminist understandings of art I held, which left Ewalt outside 

my definition of serious, and this was part of the nonsense of the Silly series.  In looking back at 

my initial presentation, I was conflating ageist ideas of weakness with implied feminine 

weakness found in modernist art education ideas about what constitutes a serious artist.  My Silly 

series was implicitly ageist, using language that subtly weakened my review of Ewalt’s art and 

stature as an artist.  

 

Different Armatures for Building Our Stories 

The problem with implicit ageism is it is often considered part of common and good 
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sense.  I had not been aware of harboring this ideology until I reflected on the sense that Walker 

and Ewalt’s presentation had produced.  My ageist views had produced nonsense and would 

have remained hidden under conventional social stereotypes if I had not responded through 

analysis to the disquieting sense produced.   

Now, through the shifting relation of my series over five years of research, with a new 

sensitivity, I recognize and even experience instances of ageism.  My Silly bias had originally 

limited the lessons I could learn from Ewalt.  The IG learning event with Walker, Ewalt, and the 

community was powerful because it was co-created.  In Walker and Ewalt’s co-created 

presentation, sharing facts and sharing experiences may have produced a sense event for other 

audience members too, because it challenged stereotypes.  In my earlier presentation, by 

directing my efforts toward honoring Ewalt, I implicitly set up the binary of benevolent ageism, 

which took away her agency to contribute to the presentation or to propose her own ideas.  I 

examined this nonsense by comparing my original interview texts and lecture notes, and saw that 

my research was hung on the framework of my own life story, using the details of Ewalt’s life to 

decorate and to fill the windows like window dressing to produce my homage to a senior artist.  I 

did not offer anything beyond the expected because I had not adjusted my framework of 

modernist views and ageist attitudes.  

Ewalt’s myth-challenging statements at the seminar created a spark, or a glow of sense 

(MacLure, 2013), because she did not perform in an ageist definition of the grandparent role or 

the modernist’s Sunday painter role.  Walker had set the tone in her even-handed and respectful 

presentation of Ewalt, so Ewalt’s series did not conform to what might be considered ageist 

norms.  Walker presented Ewalt as one of a group of artists at the workshop, and together they 

created a valuable IG learning event for the community.  Walker demonstrated what she valued 
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about Ewalt’s experience by giving parts of her story greater significance, including the duration 

of her time at the university and the diversity of skills she had acquired.  My ageist views had 

produced nonsense, so I looked for a shared element in the series, using the series of excess and 

lack, to examine what synthesized the disjunction in our series. 

 

Place’s Sense Creation 

By reconsidering my relationship with Ewalt in light of Walker’s presentation at the 

seminar my biases about art, age, and privilege were brought into relief.  Walker’s telling of 

Ewalt’s story arranged the facts on a different structure, one that revealed a strong base and core 

structure from which the variety of ideas and images in Ewalt’s lifework could be displayed 

freely and which offered a place for Ewalt herself to spring to life.  Revisiting our research 

through series—Walker’s series and my Silly series—enabled me to analyze the two series to 

understand the difference and look for what factor in Walker’s series produced the difference.  I 

searched for a word that pointed to the difference and that formed the disjunctive synthesis, 

bringing these two series together, because perhaps this word forms the armature for Walker’s 

story. 

 

Place as the Placeless Occupant 

To understand how this disjunctive synthesis worked, I analyze the separate series 

through the use of the “empty place and the placeless occupant” (Williams, 2008, p. 65), or lack 

and excess.  I was looking for an outstanding element that my Silly series lacked in experience, 

and it was place.  The empty place signifies my lack of connections to Wichita Falls; whereas, in 

Walker’s series, her associations with Wichita Falls connects with Ewalt in multiple ways, 
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including the culture of the university, the Jr. League, and the art scene.  In comparison to my 

lack, her experiences are in excess and are the placeless occupant.  The term placeless occupant 

works well because local place is often ignored or not considered in experience.  Place often 

backgrounds being, and as Bergson in Deleuze (1988) noted, space is modal; it is often 

overlooked as a factor in being (Hardt, 1993).   

Place is the shared element that my series lacks and that Walker’s series has in excess.  It 

connects Walker and Ewalt.  Walker began her research with Ewalt with tacit knowledge of 

Wichita Falls.  Place grounds her corporeality and language.  Walker’s mind map demonstrates 

she looked outside of Wichita Falls for art and inspiration prior to this research.  In my series, 

Wichita Falls was a placeless element, which I include peripherally in my honoring story of 

Ewalt, as part of the window dressing.  Place, or the experience of place, was the element that 

brought together the series, being in excess in one and lacking in the other.   

Walker built Ewalt’s story on a different framework through her familiarity with Wichita 

Falls.  Although not raised there, Walker’s childhood visits to her grandparents’ home in Wichita 

Falls embedded the extensity of spaces in her memory.  Her deeply ingrained psychological 

memories of place, her present series and my lack, affected the research in how we valued facts 

differently.  Walker and the seminar participants experienced place in relation to the IG learning 

events, and place entered into the sense production of the events.  Walker’s presentational 

learning suggests that place is a key element in developing a connection in an event of IG 

learning, and that IG learning is reciprocal and takes place through equitable sharing within the 

event.  
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Applied Theory Enabled Concept Development 

I further develop the concept that IG learning is equitable sharing across generations by 

demonstrating how it functioned in cooperative action research through Deleuze’s theoretical 

lens.  I showed series change in relationship through an event which also supports the production 

of sense.  I gained new knowledge through Walker’s presentation because my second-person 

cooperative action research stance allowed me to move through the event differently, and I 

produced the sense of pure event by revisiting and realigning the series within the event.  Similar 

to how Indigenous knowledges provided a way to look at the changing relations of series to open 

up new understanding, in this event of IG learning, there is a two-way sense-producing relation 

of series and event, which re-associates values.  

Recall that sense introduces meaning or value into a system, and here Walker’s 

knowledge introduces sense into the IG learning event by providing difference to the infinitives 

to give and to learn.  In revisiting this event, Ewalt recounts how she practices art as an older 

person, outside the defined parameters of ageist and modernist ideas, and Walker was open to 

this knowledge.  They were sharing as co-creators of knowledge in the presentation.  Ewalt 

series of art and story produces sensation and sense, aligned with Walker’s sense of place, which 

allowed the infinitives to give and to learn to move freely through the events, in other words 

sharing in what is given and what is learned through this IG relationship. 

Walker’s presentation of Ewalt challenged my stereotypes and enabled my Ewalt series 

to give and to learn differently.  Replacing the static idea of identity based on age and its 

discourse of ageism, enabled me to replace a narrow vision, which created the unsettling sense or  

nonsense of my Silly series.  I had embraced Ewalt’s memories of the past and experiences of 
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place, but had discounted her value based on an aspect of her identity which I considered 

disempowering, age, as well as outmoded modernist ideas.  In doing so I was unable to learn.  

The nonsense created by the discord between my Silly series and Walker’s series, invited 

me to revisit the series, to critique ageism, and find value in Ewalt’s art and story.  In doing so I 

recognized why IG learning needs to do more than simply honor age.  In my first Ewalt event, 

my honoring was a gift given to someone I considered of unequal status where age was the over-

riding qualifier.  To give honor with respect within the event of IG learning, the younger 

participant must be open to learn with the older person so as to avoid benevolent ageism.  

Reciprocally the older participant should be open to give and to learn.  Ewalt demonstrated this 

in the event of the summer seminar, in which she affirmed Walker’s co-created life story 

narrative and responded to the presentation by proposing that her identity as an artist was her 

motivation for living.  

How this concept of shared learning operated in the IG learning of the other teacher-

participant/artist relationships was demonstrated clearly in Carol Rose and Mary Stephens 

mentoring relationship.  Audra Miller’s efforts to engage Ralph Stearns with her students and 

with the concept of PB learning, fell short as an equitable exchange. Miller and her students 

learned a lot from Stearns’s art and story and gave him opportunities to learn, yet Stearns’s 

learning from the experience seemed limited by factors of age, gender and even different views 

about what art is and does.  This was demonstrated by Miller’s engagement with Stearns’s art for 

its power as a place-maker, and Stearns’s hesitancy to open up, and to learn from engagement 

with this concept.  In the final section, I will expand on how Walker, Miller and Rose reflected 

on place differently through the events and how place effected the IG relationships. 
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Section 7. IG Learning About Place and Art 

Walker proposed in our closing interview that she learned several things from Ewalt’s 

story that relate to place and time and art.  She had come to live in Wichita Falls with her 

grandparents after college, with a degree in architecture, to pursue a post-baccalaureate degree in 

education.  She realized through our research that MSU had an important impact on the artists 

who worked in Wichita Falls.  She came to this realization by collecting images for her journal 

of place and through her research with Ewalt.  Ewalt’s association with MSU gave her 

credentials as an artist in the view of Walker and the local community.  MSU’s reputation had 

made Ewalt’s 40-year experience as a student there valued by participants.  This demonstrates 

the reciprocating effect of the IG learning event on place, where the event teaches about place.  

In our exit interview, Walker explained her mind map, which consisted of symbolic drawings of 

national and global architectural structures that were significant in her art education.  The radial 

design was drawn with marker.  She said she would have liked to add MSU, but the design was 

finished before she realized “how much MSU played an important part in the visual culture of 

Wichita Falls.”  

She continued to emphasize MSU’s importance, saying so many people, including Ewalt, 

“had spent so much time at MSU, and even my students who don’t have a lot of experience with 

the outside world, at least get to go to MSU with me”.  Walker credited the university, stating 

that this research had opened her up to “what an important part it plays in teaching the fine arts 

in Wichita Falls” and she “didn’t realize how much it played, until I started taking pictures 

around town of what I would consider visual art pieces, and realized just how many they had 

over at the university.”  She was referring to documentation for her journal of place.   
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Walker also made connection to the micro-level IG learning within her family as she 

explained that researching with Ewalt prompted memories of her family connection to art at 

MSU.  She shared that her grandmother is related to the family who funded the Ralph Harvey 

Gallery at MSU.  “So it just reminds me of how art has always been here.  It is not something 

new.”  Walker connected to a contracted memory of the ontological past of Wichita Falls 

through her grandparents, and her new research with Ewalt created connections with her 

historical series of Wichita Falls, which impacted how she thought about her curriculum:  

I have generally taught more globally, you know global artists, and now I have brought in 
somebody local, which I think it helps my students realize that what they do is just as 
important as what you see in museums; there is value in what everybody does.  
 
Walker had regarded her students’ lack of experience with the outside world, or what she 

felt was her students’ knowledge deficit, should be remediated by teaching global art.  Through 

this research, Walker extended her awareness and acceptance of a variety of local art forms.  

Through research for her journal of place, most notably in photographs of the vernacular 

architecture in her students’ working-class neighborhood, she noted that  

I actually learned a lot more about my students’ neighborhood because I took it upon 
myself to start looking at it more closely, and seeing.  And you know, I found these what 
my mother calls crackerbox houses . . . with this masonry and metal work and a little 
enclosed Cyclone fence or brick fenced courtyards.  
 
Walker recorded art in diverse parts of Wichita Falls because she had been encouraged to 

do so through the action research step of observing.  Upon the culmination of our research, after 

reflecting on the work of local artisans and sharing in Ewalt’s perspectives, she referred to how 

this research had changed her perspective: “I think just doing the whole project made me think 

more that I need to have my students see that there is art all around.”  Whereas, in the past her 

teaching philosophy had been to expand her students’ view of the world, now she would have 
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them look more closely at the actual art in their physical environment.  Walker’s perspective had 

changed and she valued art produced locally as a valuable teaching resource.  

 

Audra Miller’s Living Educational Philosophy 

Miller created curriculum that built on sense created in an event of IG learning and place.  

From this she developed a theory about how place and person together—sharing the attributes of 

local, and rock star—made her lesson meaningful by its associations with local place and a local 

artist.  Ralph Stearns became an invaluable resource for Miller as she created a PB art 

curriculum, and she developed her own living educational theory, through reflection in action 

research (McNiff, 2007).  Following is a flow of postings on our PB Facebook page at the 

culmination of the research in which Miller is proposing the purpose and outcome of PB art 

education.  

Miller posted this reflection: “I really believe that local artists inspire my children, and 

make art important.  I am glad I have had the opportunity to learn from all of you including my 

chosen artists!  I know it is making me a better teacher!”  Together, Stearns, his artwork, and the 

relationships he had established with her students related local place and artmaking in an 

impactful way.  Stearns and now her students are place-makers, and Miller continues to use the 

lessons she learned from Stearns and her reflective action research in making meaningful art with 

her students.  

Miller more recently completed a mural project with her sixth-grade students.  She 

photographed her students with the mural and emailed it to me and the other teacher-participants 

because she was proud of their work.  She uses Stearns’s murals as a model for her students, but 
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more importantly she has integrated the idea of artists as community members, helping her 

students find commonality with local artists.  Miller wrote: 

I think the place-based art gives the children an appreciation for the art around them.  I 
really think putting a face with the art teaches the kiddos that the artists are just everyday 
people.  I constantly reassure my kids that the sky is the limit!  Even though the work is 
an icon in your own town . . . those people grew up like you with dreams.  They made 
their dreams happen, and you can too!  Whether it is for the town or just your own 
family.  Create . . .bc [because] it makes you happy and you want to share your happiness 
with your community!  I think it helps with ideas for students wanting career[s] in the arts 
too!  It also allows students to relate.  
 
She teaches in her lesson based on Stearns that the creative act of art making is important, 

even though Stearns had explained self-promotion was an additional motive for the landmark 

Scarlet Macaw mural.  Miller had taken away a theme which Stearns exemplified in his 

presentations, which is the love for the act of making art .  Miller continued: 

One girl asked me when we were working on the mural . . . “Do we get something for 
doing this?”  I chuckled and told her that she got the experience, the independence, the 
inner peace, and the privilege.  I told her she was welcome to go back to class.  She 
smiled really big, and said, “No, I like it!  Haha.”  We have taught our kids to do things, 
to get things in return, like money.  Many times artist[s] do things for the sake of doing 
them.  A lot of times local artists are much this way, and I think that is an aspect that we 
teach from this too.  We do this to make our home beautiful, unique, ours.  
 
Miller’s definition of home is broad and includes the community as she continues to 

teach the lessons learned from Ralph Stearns about what artists do to make place home.  

Although the reciprocity of IG learning was not immediate for Stearns in terms of recognizing 

place as a source of inspiration, he did come to recognize its importance in supporting aspects of 

his work through Miller’s questions.  Her curriculum ideas about place expanded from home into 

the community and within our group’s discussions during the workshop, an expanded idea of 

surrounding place was part of the curriculum writing proposed. 
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Sense Production and Contributions to a Curriculum of Place 

The curriculum unit documents the scholarship that took place through the action 

research, but informal learning about place through workshop discussions is reflected in 

participants’ propositional thinking recorded as data.  In the afternoon following Stephens’s visit, 

we had a group discussion to give focus and clarity to the unit of study.  I felt for the first time 

that participants were reflecting differently about place when they proposed a curriculum title 

that revealed a wider view of place.  The first suggested title of the curriculum unit Pride in 

Place needed further explanation, and after much discussion Rose suggested “Finding or creating 

meaning in our cultural community”.  Ideas for the subtitle then changed to include cultural roots 

as it evolved into Investigating the Cultural Roots.  The discussion continued as participants 

debated how specific the title could be while still being inclusive of all the artists’ cultural roots.  

I reminded them that several of the artists, including Mary Stephens, had roots in Oklahoma, and 

they said, almost in unison, “Texoma artist.”  Texoma is the area around the Red River and the 

Texas/Oklahoma border, and the Wichita Falls-Lawton, Oklahoma, area is one of those areas.  

Rose’s suggestion of “finding or creating meaning in our cultural community” was significant 

because it valued art’s ability to create meaning within the community, yet investigating the 

Cultural Roots took precedence, because our focus was research.  The final title was decided 

upon: Pride in Place: Investigating the Cultural Roots of Texoma Artists.  This was significant 

because it broke the boundary of the Red River divide and acknowledged the participants’ 

broadening view of place.   

Rose’s proposition associated making meaning with a broader understanding of place.  In 

a reflection, she relayed how her study with Stephens gave her a greater understanding of place’s 

influence.  She read it to the group: 
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I look at artists differently now.  It seems to me that "PLACE," or where the artist grew 
up and learned about life, is vitally important in the "learning how to be an artist make-
up."   So it's not just the skills one acquires in educational school settings, it's also the 
environment and your encounter with life. 
 
Rose explained in our final interview, “I never really researched Wichita Falls or had the 

chance to do that before.”  Rose said that through the research she had learned about areas 

surrounding Wichita Falls, as valuable resources for art learning, saying these broader areas were 

“like tentacles reaching out to different areas . . . around Wichita Falls. 

Rose presented a similar understanding in the mind map drawing she completed for the 

summer seminar, which mapped her coming to the area and learning about art (see Figure 5.16.).  

Rose drew a map that blended the eastern half of Texas, into the East Coast of the United States, 

tracing a car’s path from her native Baltimore, Maryland, to Wichita Falls.  Other than Texas, the 

states remained unidentified and borderless with green shading blending the areas together.  She 

drew the Red River, tornadoes in the Oklahoma area, and drew in graphic: Texas, Wichita Falls, 

and Fort Worth, the three places on which her research had been focused.  

Figure 5.16. Carol Rose’s mind map (detail). 
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The passage of time and her personal history, is represented symbolically in the maps 

through implied movement.  Rose’s past winds from Baltimore southwest to Wichita Falls.  Rose 

said her map reaches into Oklahoma now because Stephens had lived in many parts of the state: 

“It was her [Stephens’s] influence [that] definitely made me appreciate Oklahoma a lot more.” 

Her map illustrates a wider awareness of the whole Texoma region as a resource for teaching.  

Stephens’s indigenous knowledge had inspired an understanding of place with no borders.  Rose 

saw Oklahoma differently, without a border to separate the past that continued to influence the 

artists of the area.  Rose’s mind map shows she made connections with Stephens’s personal 

memories and images of engagement with the Native American peoples of Oklahoma.  Rose had 

connected to the contracted memory of the ontological past, which offered a glimpse into the 

area from a different time, by linking Stephens’s significant past experiences to local place. 

Through this research she had broadened her historical understanding and Stephens’s art and life 

story interview was the event that brought series of experience of place together. 

Recall that Deleuze defines experience as perception, sensation of space, and memory, 

and the life story narrative brings those experiences to life for both the teller and the interviewer.  

The teller brings experience to life by sharing memories of perceptions as well as the sensation 

of space through location.  Stephens’s story and art shared her lived experiences of place, which 

were recalled and documented with the perception of an artist, and connected to memories of 

social history.  Stephens’s life story was a bridge between several concepts.  It brought together 

the ideographic of her individual story and the nomothetic of the larger collective story of the 

culture of an artist growing up in Oklahoma where Native American culture is celebrated 

(Atkinson, 2007).  Through Stephens’s recollections, Rose formed her own subjective memory 

of the area entwined with the ontological past.  The contracted past of ontological memory, the 
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virtual past is real, and sharing memories actualizes the past in the present, so by bringing 

together place and its past, the Red River was no longer a barrier to understanding.  

 

Summarizing How  

Stephens’s life story and Rose’s reflections create an empowering experience of a person 

and a place.  Mentoring within the IG relationship produced sense, which Rose reflected in her 

respect and admiration for Stephens.  Sense in this encounter is grasped as affect and produces 

thought differently (Semetsky, 2006).  Rose acknowledged the age difference in a socially 

deferential manner as in a student/teacher relationship, which respectfully avoids the binary 

aspects of age.  Through the life story interview with Stephens, Rose’s view of place was 

expanded.  Rose explained how learning from Stephens was a way of learning about place and 

art: 

 I learned so much from her and . . .  about her as a person, about what she does, about 
how she feels about art. . . . The people that influenced her . . .  her experiences as a 
young person in Oklahoma, and going to these Indian tribal festivities.  The impact that 
had on her, and how it affected her art.  That was all fascinating to me.  
 
Rose made connections with contracted memories and connections to broader historical 

place and she found someone from whom we all learned.  When Stephens shared her story and 

reflections with our group, her engaging story had potential to become part of each of the 

participants’ subjective memory.  Potentially, participant’s psychological memory might engage 

missing parts of the ontological story of the area.  As mentioned earlier, Stephens’s engagement 

with our group added to the experiential learning of participants by creating the shared field of an 

action research group coming together which generated the sense that our group was 

experiencing something unique in the event of Stephens’s visit.    
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Analyzed as series of excess and lack, the initial event of Stephens’s visit generated 

excess enthusiasm in participants and a lack of enthusiasm in myself.  In revisiting the event 

through analysis, with the addition of critical reflection of Indigenous voices, my series moved to 

a different understanding of what Mary Stephens, Native American artist, had contributed to our 

group–a sense of place which connects to a different time.  This was echoed in the presentation 

by Jeanette Heiberger at the summer seminar, which echoed stories of vibrant Native American 

life in Oklahoma.  Additionally through Ewalt and Stearns, and locally sourced visual culture, 

teacher-participants found local resources of art and inspiration created within the community.  

These included Stearns’s public murals, vernacular brick wall structures and decorative fencing, 

and art on campus.  Despite the mythological, negative or null representations of Native 

Americans in the city’s visual culture, the positive impact of Stephens and Heiberger and their 

work prevailed. 

In answer to a question in the final interview Kay Knight who did not acknowledge the 

lack of indigenous people’s presence in the area and had originally stated, “They aren’t here, so 

they are not important,” wrote in an evaluation that she wished “to learn more about the tribes 

that live close by”.  She also stated that through the workshop she “had learned about several 

local artists that depict Native American culture.”  At the time we shared a lack of acceptance of 

Stephens’s heritage, referring to her artwork as simply depicting a culture.  Neither of us were 

knowledgeable about the ruse of authenticity and Whitestream thinking, but Stephens’s 

presentation had increased her curiosity.  

 

Action Research 

Intersubjective compassion between teacher-participants and the artists, was seen in the 
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relationships that developed.  In the final analysis, “the encompassing aims in action inquiry are 

to increase one's own and others’ capacity to appreciate and cultivate transformation, integrity, 

mutuality, justice and sustainability for ourselves, for our groups, and for our institutions” 

(Torbert & Taylor, 2008).  The research was enabling for each member of our group, but in 

different ways for each.  Rose’s relationship with Stephens cultivated a transformation in Rose 

through their mentored relationship.  Walker’s presentation of Ewalt was empowering for both 

Ewalt and me, cultivating the integrity of Ewalt as a practicing artist and dispelling ageist 

notions.  The mutuality in the research is seen in the reciprocal learning in all the teacher 

participants’ pairings with older artists.   

The lasting effects of this research became apparent in the work of individual participants 

the following year, in a second related project.  The homecoming exhibition of Marion Coleman, 

an African American quilt artist discovered through our research, gave participants opportunities 

to continue to reflect on the criticality of place, in relation to historic injustices in the African 

American community of Wichita Falls.  Two participants shared critical stories of place with me 

in conversations that related to our work together the previous year, which demonstrated 

continued reflection on place, its history and its limitations.  In one instance, Walker told a story 

from her childhood in which her father references the other side of the railroad tracks in a 

derogatory way.  She realized segregated place had been implicitly taught to her as part of 

understanding Wichita Falls as a child.  During the second project, she extended her practice by 

actively engaging an African American sorority to assure that they would be included in the 

subsequent community quilt project.  During the same time frame, Rose shared a concern that 

was new to her, from a high school parent who told her she wanted her children to move away 
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from a traditionally segregated part of Wichita Falls because it still carried a stigma that was 

difficult to rise above.   

These stories are outside the scope of this research, but in revisiting the events of our 

research in light of these conversations, I see my challenge to participants to think and act 

differently produced critical reflection and added to participants’ changing perspectives.  My 

persistence in asking critical questions within the workshops may have enabled these reflective 

moments of sharing by created a sense-producing event, or a glow of unease for participants in 

one of the workshops.  Sharing the glow of unease, or in Walker’s case, acting on it, is what 

critical place-based art education should do.  
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CHAPTER 6  

CONCLUSION 

In conclusion, I suggest that place-based intergenerational (PBIG) art education is vital 

because practitioners expanded their understanding of local place through IG relationships, 

which linked the past and future of place through engagements in the present.  There is an 

ontological foundation for combining these initiatives based on the inseparable relationship of 

time and space that I discussed in relation to Deleuze’s (1988/1990) theory of duration.  This 

research demonstrated the vital curriculum and teacher praxis that resulted when participants 

integrated localized experiences of place through their memories and their art.  The methodology 

I developed combines Deleuze’s (1990) Logic of Sense (LOS) with critical reflection in 

cooperative action research, which led to the findings I highlight in this conclusion.  This use of 

critical reflection in cooperative action research I refer to as critical cooperative action research 

(C2AR) methodology.  Combined with LOS theory this becomes C2ARLOS.  It is significant 

because the reflective aspect of action research is aligned with Deleuze’s pure event, the 

revisiting of an event.  This chapter summarizes how the tools of this methodology worked and 

reviews how teacher-participants practiced aspects of this methodology to reach the research 

findings in response to the questions.  I make recommendations for curriculum and for future 

research.  I begin by briefly reviewing the connections between theory and methodology, and 

place and age, specific to this research.  

 

Theory, Methodology Place and Age 

According to Lippard (1997), place is landscape plus memory, and our action research 

enlivened the landscape through memories of artists and participants associated with the Wichita 



303 

Falls area.  My findings show exploring place through memory is facilitated in IG learning.  

Teacher-participants and I investigated the questions posed within this research through critical 

reflection and in the extended epistemology of cooperative action research with older artists.  

Beyond the experiential learning that action research offers—observing, reflecting, planning, and 

acting—this cooperative action research includes teacher-participants’ extended epistemologies 

of presentational learning in mind maps and journals of place, propositional learning in 

discussions and reflection, and practical learning of co-writing life story narratives with, and 

creating curriculum about, older artists.  The IG experiences connected participants and artists to 

new understandings of local place as part of PB learning.  

In understanding the contrast in how place was perceived by an outsider, like myself and 

local teacher-participants, I explored older artists and Indigenous cultures of the Wichita Falls 

area, both groups who value place’s past.  In the analysis, I addressed problems of essentializing 

older artists and Indigenous cultures, both often not considered vital in contemporary designer 

capitalism (jagodzinski, 2009; 2010).  I theorized these problems in my first-person stance as the 

research facilitator as paradoxes that I engaged through critical reflection.  I used sense and event 

to form a series of paradoxes to resolve difference and to discover concepts that led to new 

understandings.  I acknowledged my second-person stance in cooperative action research.  

Problems that arose in critical reflections of the action research led me to develop the C2ARLOS 

methodology, blending LOS theory and action research methodology.  This methodology offers 

the materiality of language as a tool, which is useful in acknowledging sense and recognizing 

paradox.  Through this I discovered damaging aspects of authenticity and ageism.  

 C2ARLOS offers analysis tools that respond to sense, a pre-language and a liquid 

concept, which points to the significance of the event as the result of actions.  Responding to 
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sense is crucial to developing questions to understand paradoxes.  It opens the researcher to new 

knowledge by revisiting the event in the critical reflection of action research.  Sense brings out 

the significance of event, and considering the event in retrospect produces the pure event, where 

concept development begins (Deleuze, 1990).  This action research enabled teacher-participants 

to create their own pure event, gaining significant understanding through critical reflection.  

In the following section I discuss how I wed theory and methodology in C2ARLOS and 

the advantages of bringing theory and practice together as a methodology.  Then I summarize 

how LOS, action research, and narrative analysis complemented each other and became a 

methodology, which led to the pure event and concept development.  I recount how I 

reconceptualized IG learning through narrative analysis using LOS, and this contributes a new 

theory to guide the practice of IG learning in the future.  Finally, I review the findings from each 

of my three research questions by discussing participants’ pure events based on their reflective 

practices in C2AR, and show how participants came to develop their own concepts regarding 

place and PB learning.   

 

C2ARLOS as Methodology 

One significant contribution of this research is my C2ARLOS methodology that joins 

critical reflection with cooperative action research (C2AR), and uses Logic of Sense (LOS) as 

analysis theory, because it offers new possibilities of analysis, making use of the disjunctures of 

difference that arise in action research and rethinking basic understandings of time and place.  

Responding to sense as data is the basis of this analysis and it highlights dissonance and brings 

together conflicting or paradoxical ideas in a disjunctive synthesis.  Using LOS offers creative 

ways to consider other voices and decenter the researcher as subject, and in doing so, new 
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concept development is possible, through pure event, or the recognition of sense in retrospect.  In 

C2ARLOS, participants’ new knowledge or concept development is valued as pure event when 

indicated by a triangulation of multimodal learning in response to experiences in C2AR.  I 

suggest that recognizing sense in action research acknowledges the complexity of experience and 

the multiple ways of responding to an event.  

 

LOS and Place, Duration, Time, and Memory  

LOS also offers a way to find stability within a complex experience through the 

acknowledgement of duration.  Duration brings past and future together in the present.  It both 

grounds the present in recognition of the past and offers unlimited possibilities of the future 

within the next moment.  Place also grounds the present.  The psychological memory of a place 

acknowledges that the past inheres in place, and actualizing the virtual past of a place 

acknowledges its part in the greater ontological past.  This use of LOS—sense, event and 

duration—as a methodology offers a way to see the quotidian differently, to see beyond our 

normal perceptions of place, to listen to outside voices, and to value time’s passing.   

LOS acknowledges the shifting position of two series through time, which allows for 

shifting perspectives when revisiting events of research.  Time is the essential element in 

revisiting events, and it was particularly helpful in coaxing out my own ageist beliefs.  Through 

LOS, I recognized movement and the unfolding of difference, overidentifying, and categorizing 

data, which enabled me to revisit the data as pure event and develop concepts that explore IG 

learning, authenticity, place.  
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Using Tools of C2ARLOS   

  The sense-producing contradictions and paradoxes in events of action research are a part 

of it. Torbert and Taylor (2008) claim that the experiential learning of action research is 

accomplished by  

the growing capacity of the person . . . to experience and be in a productive and mutually 
emancipatory dialogue with difference, diversity, and incongruity in each event. . . . This 
occurs in turn through inquiry-based first-and second-person action in the present and for 
the emerging future . . . that treat ongoing experience at any given time as either 
harmoniously consonant or as dissonant in one way or another, leading to adjustments.  
(p. 240)  
 
The two voices of first-person and second-person researcher within my action research 

practice offered my first paradox.  In my dual roles of group facilitator and coparticipant I asked 

for critical reflection and offered critiques, while at the same time I shared in the listening and 

learning available in the cooperative aspects of action research.  Changes in my strategies within 

the action of this research worked to maintain a balance in my first- and second-person 

researcher roles.  Torbert and Taylor (2008) continue, “This dissonant experience leads to 

adjustments and transformation of strategy, when the intended result is not achieved” (p. 240).  I 

tried different strategies, and changed my approach, and ultimately transformed my strategy of 

analysis in what Torbert and Taylor refer to as double-loop feedback.  In future research, I hope 

to employ the triple-loop feedback, in which the quality of attention changes in the ongoing 

action of the research, so that I might fully acknowledge and share in events of sense with 

participants, and together we might recognize and respond to create a pure event collectively 

(Torbert &Taylor, 2008, p. 240). 

 My process of using LOS within C2AR involved responding to the sense of an event, 

identifying the series that came together in the event, and discovering what connected or 

separated the series to form the findings and guide recommendations in response to a question. 
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Often the question came from the paradox or nonsense presenting first as sense.  I used LOS 

theory to work through conflicts in the narrative of my first-person critical reflections, by 

disrupting given knowledge and creating analysis tools that offered possibilities to create new 

concepts.  I acknowledged the value of sense, nonsense, and paradox over common sense and 

good sense.  In C2AR, as a second-person researcher, I used LOS theory to respond to difference 

in my knowledge and what I learned from teacher-participants and artists.   

I followed Deleuze’s (1990) argument for the extension of language’s logic of 

proposition to find sense in a study of paradoxes (Williams, 2008).  My process involved 

recognizing sense when analyzing data, identifying paradox and introducing the paradoxical in 

series, and finding the element that brought the series together using a variety of formal logic 

systems and puzzles that LOS takes from Lewis Carroll’s Alice’s Adventures in Wonderland 

(1898/1920) to create a disjunctive synthesis, or simply to bring together disparate elements.  I 

critiqued local visual culture and social issues because using the disjunctive synthesis has the 

power to transform political systems (Williams, 2008).  I used the following tools to create the 

disjunctive synthesis of series: a circulating word that moves back and forth in a series; a series 

of excess and lack with an outside element bringing the two together; and the portmanteau, a 

word that carries two meanings and potentially brings two series together.  Through the tools of 

LOS, I discovered how the two series relate, and this was an effective means to develop a new 

perspective or shore up a concept that needed reinforcement.  

 The disjunctive synthesis of series worked well with this action research because of 

combinations of series that the situations in this research set forth, including: the critical-

cooperative aspects of my action research design; the binary of old/young in IG learning; 

insider/outsider knowledge of place, Indigenous/Western perspectives, and modern/postmodern 
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concepts of art and research.  For example, using C2ARLOS enabled me to respond to the 

paradox of differing views of local place, from insider and outsider perspectives, by examining 

how local culture informed participants in a parallel series with the voice of Indigenous scholars. 

Using LOS to create a disjunctive synthesis of the two series of local myths and Indigenous 

voice demonstrates how a logical response based on sense is valuable in speaking truth to power.  

 

Recommendation 

This methodology should be considered for future use in action research in the social 

sciences where conflict is found because it offers a way to decenter the self, and consider 

conflicting views.  Feelings or sense, which can cause personal or professional conflict, have the 

potential to create knowledge when set in motion with alternative ideas, through using series to 

identify and bring together difference.  Using C2ARLOS methodology opened up the possibility 

for changing relations of series by critiquing given ideologies, listening to coparticipants and 

outside voices, and being sensitive to and responding to sense.  By working with text as tools, it 

was possible to decenter the self and work to create a narrative that produces a sense of a 

situation and analyze it using alternative perspectives.  In future research, I recommend being 

aware of an affective glow of sense (MacLure, 2013), finding the questions or looking for 

paradox and nonsense, which sparked the glow, creating series from conflicting or paradoxical 

elements and working with the logic tools of LOS.  In this way analysis led to concept 

development. 

 

C2ARLOS Teaches Me 

Cooperative action research invites seeing participants as coresearchers, and I discovered 
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this by listening to teacher-participants’ artist presentations. I used C2ARLOS to understand 

sense produced from participants’ work.  I learned much more from a presentation about an artist 

I had already researched and presented by listening to the teacher-participant and the artist, 

acknowledging the sense produced, and then looking at the paradox in our two presentations.   I 

found I harbored my own ageist views, which led me to theorize IG learning.  By acknowledging 

the positive sense-producing aspect of Walker’s presentation of Ewalt, I found in contrast my 

presentation possibly disempowered Ewalt.  My analysis demonstrated how ageist language 

disempowers. 

Through C2ARLOS I made similar findings regarding age and place. I noted the sense-

producing paradox of two opposite experiences of time: the positive aspect was moving my 

series through these events; and the negative aspect was acknowledging time’s passing, which 

made me older.  Time’s passing allowed me to revisit events and in reflection I discovered the 

pure event.  I saw that my view of old age was gendered and socially constructed (Iversen, 

Larsen, & Solem, 2009) and in this case specifically influenced by the limiting characteristics of 

modernism’s masculinized art education (Dalton, 2001).  

C2ARLOS also confirmed place’s significance in my IG learning because through the 

disjunctive synthesis of the series of excess and lack, I realized that local place was a key factor 

that Walker had in common with Ewalt and that I did not.  Despite my knowledge of Wichita 

Falls’ histories and myths, I lacked all the participants’ common background of place.  In this 

research, place was the commonality that brought diverse perspectives of age-based experiences 

together and this demonstrates shared place as significant in PBIG art education.  
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C2ARLOS Implications for Ageism 

 The critically reflective aspects of C2ARLOS also revealed tacit ageism, in my cultural 

habit of ignoring age difference.  I had not recognized the generational difference within our own 

teacher-participant group and hence, I almost missed what Miller had taught us from a younger 

generation’s views on segregated places.  IG learning begins by recognizing our age difference 

in a positive manner, rather than only acknowledging generational difference in the extremes.  

This is important to the field of IG research because there is a detrimental effect in not 

recognizing the IG nature of events, which is to miss opportunities for learning.  By using 

C2ARLOS I constructed a way to address the differences that make IG learning productive and 

avoid an overemphasis on age difference.  I looked at the paradox of old age and the puzzle of 

youth and found experiences to be a common factor, in their excess and lack.  I offer a new IG 

learning theory that limits stereotyping by an old/young age binary, by redefining IG learning as 

sharing in the product of difference that various age-based experiences offer.   

Through the movement of my series through time, my perspective of the events of this 

research changed.  I had grown older in relation to my original perspective.  Hence, I eliminated 

ageist language, such as elder and senior, from the research and theorized IG learning 

differently.  It was through reflection, after considering ageism’s blinders and tropes, that I 

acknowledged the positive results of recognizing generational difference in my experiences with 

all coparticipants.  By reconceptualizing IG learning I contribute to visualizing a future where 

implicit ageism is factored into research, benevolent ageism is recognized and discouraged, and 

tacit ageism is held accountable for the damage it does to people. 

In the future, IG research should work to eliminate terms that weaken or diminish people, 

and instead use experience-based descriptions to differentiate participants.  Further, in research 
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where the researcher or participants’ demographic information is important to acknowledge, age 

difference should be highlighted and the researcher should acknowledge how generational 

difference might impact understandings or perspectives, and trouble implicit stereotypes that 

may introduce and/or sustain widely-weld bias.  

The concepts developed in this research make other significant contributions to the 

literature of PB education and IG learning, and demonstrate how researchers used C2ARLOS to 

discover pure event.  Within the discussion of the research questions, I review topics that arose 

regarding the relationship of place to the following: artists’ practices, the local visual culture, 

Indigenous culture, and authenticity. Also, I review the significance of ageism in IG practices 

and I suggest possibilities for growth in the future.  

 

Question 1: How Might Art Educators Gain a Broader View of Place through Discovering the 
Stories Of and Working With Older Artists? 

 
Teacher-participants and I gained a broader view of place by researching the local visual 

culture and learning from the identified artists. In so doing we conceptualized place differently, 

also we learned how place effects artists.  Teacher-participants experienced how place and art are 

interrelated in C2AR with local older artists.  In the process, I troubled participants’ views of 

place and sought also to understand my own view.  I sensed a paradox in teacher-participants’ 

perspectives reflected in local visual culture regarding the historic view of Indigenous people of 

the area.  I found social structures and distortions of history that maintained a historic divide 

among races and cultures (Pinar & Kincheloe, 1991).  Local views of the Indigenous cultures of 

the area were influenced by the effects of place and time, including the Red River, local popular 

culture, the museum’s authoritative role, and authenticity’s sway.  The latter two ideas 

represented my first-person stance as facilitator, and each created a paradox when viewed with 
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Indigenous knowledges shared by two local artists.  In my analysis, I used Indigenous 

knowledges in parallel series with teacher-participants’ knowledge, which I labeled Whitestream 

knowledge, using an esoteric term from Grande (2004).  I questioned my own assumptions 

regarding authenticity and a museum’s authority and through C2ARLOS gained a better 

understanding of how local popular culture formed participants’ views of Wichita Falls.  

 I recognized that PB curriculum without a critical perspective can be seen as hegemonic, 

small, and limiting, and I used critical perspectives to support action research that changes 

curriculum (McInerney, Smyth & Down, 2011).  Through using C2AR, our group gained 

valuable information from the combined effects of the art and stories of Mary Stephens and 

Jeanette Heiberger, who portrayed Indigenous subjects and offered critical input.  Stephens and 

Heiberger expanded our views of place significantly in connecting Wichita Falls regionally to 

Texoma, the region of two states on either side of the Red River including Oklahoma, by 

bringing a culture’s living traditions into view, and by shedding light on Indigenous people’s 

proximity.    

Teacher-participants’ engagement with artists worked to broaden their conceptual views 

of the local, and all reported that their perspectives about Wichita Falls had changed, primarily 

through their new relationships with the artists.  The artists’ stories and artwork caused a 

reconsideration of the Wichita Falls area and its history (Bolin, Blandy, & Congdon, 2005; 

Graham, 2007; Krug & Parker, 2005; Lai & Ball, 2002; Neperud & Krug, 1995; Ulbricht, 2000; 

Walker, 2001).   

Carol Rose linked Stephens and her legacy Native American prints to her work as an 

artist in the Texoma region.  Rose proposed that the place(s) where an artist grew up is important 

to an artist’s development.  Further, Rose presented this idea as part of her understanding of 
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place, in her expanded personal mind map that illustrated the source of her artistic growth, now 

extending into Oklahoma (see Figure 5.13).  Rose’s mind map indicates that Stephens’s 

memories had become Rose’s too, and are a part of her ongoing education as an artist.  

Stephens’s stories of growing up in an inclusive community with Indigenous cultures was key to 

her life story narrative, which Rose highlighted in her curriculum, saying, “her paintings depict a 

deep understanding of the culture associated with her own Native American heritage” (NTIEVA, 

2013, p. 79).   

The reflective modalities of cooperative action research—propositional, presentational, 

and practical learning—enables an assessment of the success of C2AR participants in responding 

to the research question.  Rose’s understanding of place as a source of Stephens’s artistic 

development, presented in writing and illustration, shows how Rose gained a broader view of 

place through Stephens.  I propose the reflective nature of the extended epistemology in C2AR, 

which enables a triangulated assessment of the outcome of action research, is evidence that 

demonstrates the pure event.  Rose’s pure event, confirmed in her extended epistemology, led to 

her concept development. 

Action research is experience-based learning, and I propose it is also sense producing. 

The reflective process of action research aligns it with LOS because reflection on an event 

creates the pure event, which enables the sense-producing aspect(s) of an event to reveal a new 

understanding (LOS).  When an event is worked through creatively in retrospect as an 

individuating path, it changes and the path changes (Williams, 2008).  This is what happened as 

we revisited events of this research.  My narrative analysis may focus the event in a way not 

recognized by another participant, which is its individuating path.  Pure events “are actualized in 

us, they wait for us and invite us in" (LOS, p. 148).  In demonstrating the pure event of others’ 
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learning, I recognize their learning as an important outcome of the research, honoring their 

individuating paths.  I suggest teacher-participants’ concept development comes from the pure 

event by highlighting their multimodal learning.  

 

Second and Third Pure Event 

All of the teacher-participants developed concepts that link artists to a broader view of 

place.  These include how an artist transforms a space into a significant community place, and 

how an artist relays the institutional history of a university’s art department.  Teacher-

participants’ research also gave us insights into how place, or more specifically, the local 

economy, the university, and the museum support and limit artists (Ball & Lai, 2006).  Audra 

Miller’s collaboration with the artist Ralph Stearns, who created the murals in her school and 

throughout the community, brought art’s transformation of common places into focus.  Stearns’s 

presentations to students and the community gave us a clearer picture of how place is implicated 

in providing financial support, or not, to an artist, and how artists can create or change the 

context of a place through their art.  Miller proposed Stearns’s murals added significance to 

common places, making the wider community feel like home.  Miller recognized and embraced 

this concept in her mind map, journal of place, curriculum, and “living educational theory,” in 

which she was developing her art teaching philosophy in conjunction with PB art education 

(McNiff, 2007, p. 308).  Miller’s multimodal learning reflected pure event as she conceptualized 

the learning/teaching experience with Stearns and students that led to her conclusion that both 

murals and mural-making create community, which make a place feel like home.   

Using a multimodal approach in action research proved fruitful because art educators 

reflected on their experiential learning in an artful way (Heron & Reason, 2008).  Presentational 
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learning, found in the journals of place, raised awareness of local visual culture, and invited 

open-ended thinking about where art is found (Krug & Parker, 2009).  Teacher-participants 

located significant contributions from the self-taught artists and those working in folk art 

traditions (Ulbricht, 2000), as well as from the university trained, which gave value to diverse 

kinds of art and community artists, beyond those already written about in curriculum.  Walker’s 

journal demonstrates she found a unique aspect of material culture in some of her students’ 

community, and she reflected on how the vernacular architecture she found reflected the 

aesthetic values and identity of a Hispanic culture within the larger culture of Wichita Falls 

(Krug & Parker, 2009; Lai & Ball, 2002; Ulbricht, 2000).  Her journal of place actually 

incorporated the additive-collage technique Ewalt uses in her art.  

Walker’s new appreciation for local artists, artisans, and institutions came into focus in 

both presentational pieces. Her original mind map did not reflect local influence but instead 

symbolized places she had visited around the world in her art education.  The influence of 

MSU’s art department on the community’s art scene loomed larger for Walker after she met 

Ewalt, who had been a perennial student there.  In revisiting her mind map design, which she 

drew in permanent marker at the start of the research, Walker concluded a revision would 

include MSU, which she had learned to appreciate from Ewalt’s stories.  Walker pointed out how 

Ewalt’s 40-year relationship with MSU’s art department demonstrated how place contributes to 

art production and vice versa.  Walker’s view of place broadened through her acquaintance with 

Ewalt.  She gained an understanding that the community was alive with opportunities for 

learning about art and artists.  Walker learned the importance of local institutions and individuals 

that make place unique through their art and artifacts.  Recalling a forgotten memory of a 

familial connection to the endowment of MSU’s art gallery, Walker realized “art has always 
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been here.”  In C2AR, Walker reconstructed her concept of places where art is found and places’ 

relation to artists’ practice, which marks a pure event. 

 

Place Affects Artists 

Artists’ function in PBIG art education is to teach about place and art-making and how 

the two relate. Ball and Lai (2006) suggest art educators can be proactive in helping artists gain 

local validation and find their voices.  Through C2AR, teacher-participants did exactly this and 

also provided learning opportunities for the artists because in C2AR, learning is shared and 

artists became coparticipants. 

The artists had not considered place as a condition for their art until viewed through the 

lens of PB art education. Stephens said she had never considered place as part of the context of 

her work, but through the research with Rose and our group, she exclaimed, “How could it not 

[affect our work]?”  Stearns did not initially engage in reflecting on place’s influence with 

Miller, yet his inclusion in this research was because his art created community places.  He later 

revised the event of his school visit and the nature of the research making connections to place’s 

influence on his work in positive and proactive ways.  Ewalt directly credited her development as 

an artist to where she produced art for 40 years, within the nurturing environment of an evolving 

art department.  By exploring how and why artists make choices about content, through dialogue 

and reflection within C2AR, place’s relation to artists’ context became more apparent to both 

artists and teachers.  

Most artists in this research had the equivalent of a fine arts background, and all had 

knowledge of contemporary art and varying degrees of mainstream connections, but they also 

shared aspects of Ulbricht’s (2000) self-taught artists who “exist because of a need to sustain 
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personal traditions or communicate with self and others in local communities” (p. 49).  I initially 

critiqued the chosen artists’ variability in styles, basing my ideas on a modernist conception of 

the steady evolution of a style.  For instance, a painting with a purple splatter-painted 

background, the sensitive portrait Halloween (see Figure 5.3), was Stearns’s choice for the 

exhibition at Wichita Falls Museum of Art, rather than his pricey photorealist still-life paintings. 

This left me confused.  I found that categorizing art and artists was not productive for this 

research and instead discussed how art produces sense, as sensation and simulacrum.  Whether 

the art is figurative abstraction, as in Heiberger’s work, creating sensation (Deleuze, 2004) (see 

Figure 5.2), or simulacrum, as in reproductions of Stephens’s watercolors of Native Americans, 

sold and marketed online (see Figure 5.8), the important factor to teaching and learning with art 

in PB art education is the artist’s context of place and time and how the art functions.  I 

personally appreciated Heiberger’s direct connection to the modernist school of abstract 

expressionism through her European-trained teacher and her accounting of learning this style.  

Stephens’s watercolor reproductions represented a resurgent interest in Native American 

contributions to the popular culture in the 1990s, when they were produced.  Both stories point to 

the significance of place and time, which extends their value to this research. 

Stearns’s choice for the museum exhibition points to how art functions differently for a 

variety of artists in the community (Lai & Ball, 2002).  We learned from him how he negotiated 

income, location, and place in his practice, and his available inventory may have dictated his 

decision to display Halloween.  This research provided a forum for local artists and validated 

their artwork as an expression of local values and beliefs rather than of universal truths, adding 

to the community’s knowledge of local culture (Ulbricht, 2000).   
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Implications of PB Art Education 

Teacher-participants gained a broader view of place by looking critically into how artists’ 

stories align with the stories that places tell.  This research supports and adds to findings on PB 

learning and critical action research.  In McInerney, Smyth, and Down (2011), critical reflection 

on the physical, social, and cultural qualities of place that shaped students’ identities supported 

deep learning about place for educators.  My study differed by looking at the qualities of place 

that shaped teachers’ identities and challenging their broadly held views found in local visual 

culture, asking educators to investigate what local artists could teach.  Both studies share in 

expanding the teacher-participants’ views of place to counter hegemonic understandings of 

place.  An objective record of this in my research is found in the extended title participants gave 

the Pride of Place curriculum they created in this research.  Teacher-participants agreed that the 

addition of a subtitle, Investigating the Cultural Roots of Texoma Artists, offered a broader and 

more inclusive title, better representing the artists and the place that was their curricular focus.  

C2AR empowers PBIG art education, adding to local community wisdom, and inclusivity in a 

critical setting. 

The paradoxes presented in the context of local popular visual culture and art of local 

artists demanded my critical reflection.  Decoding information from local visual culture was an 

important reflective exercise I undertook as a first-person researcher in C2ARLOS.  Exploring 

these paradoxes led me to understand the norms and values associated with my research site, part 

of my pure event.  I identified the pure event using LOS through an evolving process––

recognizing sense, identifying series that comprise the sense-producing event, finding the event’s 

significance, and developing a concept through discussion.  Based on my findings, the inclusion 

of the study of local visual culture in PB art education, along with the resource of local older 
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artists, broadens participants’ understanding of local place in a way that challenges, informs, and 

offers diverse perspectives. 

 

Recommendation 

In future PB art education, I recommend including critical visual culture studies because 

it might aid in sorting out the appropriated and the stereotyped in local place, and this could be a 

source for participants to learn about what norms inform the community’s views of place and 

bring their own values into question.  The lacuna that the participating artists filled in this 

research has implications for school districts and museums as local, authoritative sites of 

education.  The inclusion of regional Native American-sourced information and local art history 

in educational programs is crucial to counter distortions of local place’s history and to making 

curriculum that invites involvement with local issues.   

 

Question 2: How Might an Art Educator’s Curriculum and Praxis Benefit by Incorporating 
Broader Views of Place from the Stories of Local Older Artists?   

 
Through the events of CCAR with older artists, teacher-participants came to consider 

place differently and it changed their practices, while the IG aspect of the teacher/artist 

relationships made a significant contribution to teacher-participants’ praxis.  C2AR promoted 

personal and professional growth and empowered participants in PBIG learning.  Artists’ stories 

became the source of curriculum, connecting areas extending from Wichita Falls to its history 

and its possible futures (Kemp, 2006).  Through the reciprocity of IG learning, teacher-

participants received support for their practices, through gaining insider knowledges, mentoring, 

and expanded social networks.  
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In reflecting on IG learning as an event of significance, I analyzed it as two series—that 

of a teacher and an artist moving through an event.  I theorized the content of IG learning as the 

interaction of two series with experiences that differ because of age difference.  This theory de-

emphasizes the young/old binary of IG learning, which categorizes by age, and instead points to 

difference in experience.  The binary of old/young is an accepted commonsense ideology and has 

only recently been challenged as a social construction in relation to ageism (Iversen, Larsen, & 

Solem, 2009).  Within my experience of this research I examined my own limiting perspective, 

and I developed a theory of IG learning to counter the diminishing effects of ageism and boost 

the potential benefits of an IG learning experience, which participants themselves had 

discovered.  

 

Mentoring a Practice 

Rose and Stephens developed a mentoring relationship that enhanced Rose’s praxis by 

adding Stephens’s techniques and philosophy to her already proficient knowledge.  Sharing 

stories in a mentoring relationship allowed Rose to imagine the experience of Stephens’s life in 

the community and surrounding areas (Cumming-Potvin & MacCallum, 2010).  The relationship 

component of life story narrative offered reciprocal benefits (Parisi et al., 2009), with Stephens 

gaining validation and recognition of her lifework (Atkinson, 2007) and Rose receiving 

mentoring toward a realization of her “possible” self (Fletcher, 2007, p. 75).  Rose developed 

exciting curriculum by sharing Stephens’s philosophy and painting techniques, which resulted in 

student work that reflected the serendipity that Rose had credited to Stephens’s work.  Through 

Stephens’s artwork and story, Rose grounded her curriculum in places, both local and regional, 

taking advantage of “the interconnectedness of communication, physical place, sociality of 
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individuals, and culture,” all elements of an environment that comprises a PB curriculum (Kemp, 

2006, p. 129).  Rose brought new views of place, culture, and art to form her curriculum, 

enhanced by a mentoring IG relationship. 

 

IG Learning and Community as Curriculum 

The PBIG art education facilitated by Miller and Stearns is a sense-producing curriculum 

that enlivened a sense of community within Miller’s students.  Miller brought the concept of 

place into her curriculum through Stearns and his murals, which enlivened her praxis, and she 

also facilitated an IG relationship between Stearns and her students.  Through becoming 

acquainted with Stearns, her students benefitted from gaining an extended social network by 

meeting an artist, acquiring a broader social identity within the community, and taking part in 

dynamic interactional IG learning (Kuehne, 2003).  This was situated in the mural activity that 

Stearns modeled, Miller designed, and students created.  

When Stearns demonstrated ways for students to create their own mural, he engaged their 

passion, and although he did not facilitate making it, the latent enthusiasm from his visit 

motivated the students to complete the complex drawings, suggesting dynamic interactional IG 

learning.  Dynamic interactional theory posits that young and older persons have reciprocal and 

shared human needs that demonstrate their synergistic interdependence, and that individuals 

develop each day while in constant, reciprocal interaction with the environments (Heydon, 

2007).  Miller’s students had an ongoing relationship with Stearns’s murals in their school 

environment.  The reciprocal aspects of this relationship affected all participants: Stearns 

enjoyed students’ recognition and adulation; the students added an artist to their social network, 

which let them envision themselves as place-makers; and Miller’s praxis as an art educator grew 
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through her association with the artist because she learned that artists are accessible people 

(Graham, 2008).  She found IG learning is an important way of connecting students to a larger 

community (Generations United, 2012).  Miller noted Stearns’s rock star status impacted their 

home, as Miller referred to their school and community, crediting Stearns for making forgotten 

parts of their community more visible.  Miller’s PB curriculum embraced the reality of place to 

empower her students to set goals, create community, and become active in improving place 

(Kemp, 2006). 

Youth working in dynamic interaction in IG learning are valuable in dispelling ageist 

notions.  Stearns looked like a stereotypical older person and exhibited all the positive qualities 

of older artists that Schmidt (2006) attributes to them: unique skills, perspectives, and positive 

attitudes to share.  Hence, because Stearns did not reflect stereotypical age-related behaviors, his 

artist qualities overshadowed a consideration of age.  Additionally, Stearns’s performance 

presented a paradox.  His white hair and beard set forth an expectation of age-related behavior, 

yet he humorously upturned it, which may account for his popularity with audiences and the 

sense of the event.  

 

Teaching a Community, Empowering Artists 

The teacher-participants played an intermediary role in creating IG events for the older 

artists with students and community members.  The teacher-participants’ introduction of artists 

to a wider community may be considered a result of the critical aspect of action research because 

their research empowered the artists to present themselves.  In a context related to place and age, 

Walker’s presentation of Ewalt at the summer seminar empowered Ewalt, and the artist’s sense-

producing response motivated the audience in turn.  As a coparticipant in her presentation, Ewalt 
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set forth a declaration disregarding stereotypical grandparent roles.  Ewalt’s proclamation 

supports Schmidt’s (2006) description of older artists’ engagement with artwork as creating 

productive self-awareness.  She showed her commitment to studying art had not changed over 40 

years, and she challenged ageist attitudes. 

Walker made connections in her written curriculum, reflecting on how the past of 

Wichita Falls connected to Ewalt’s story.  Walker’s view of the influence of MSU’s art 

department was extended by Ewalt’s connection to the fine art department there.  Walker 

recognized art can be found in unconventional places, and artists in unconventional roles— 

laborer, or grandparent and perennial student (Ulbricht, 2000).  Walker said C2AR and 

curriculum writing made this research practice-changing and her curriculum was expanded by 

connecting the global to the local. This event was sense producing for me, and led me to a pure 

event of reconceptualizing IG learning. 

If you recall, I had initially set up this research using ageist language for older people and 

I sensed a paradox in my own practice.  I questioned whether I engaged in other forms of ageism 

and saw that I had.  I identified my benevolent ageism when working with Ewalt in a prestudy, 

by honoring her age, while negating the quality of her experiences.  In this research, I questioned 

the nature of honoring in IG relationships and wondered if an honor is given for age only, is it 

considered valuable because there is an implied end in sight?  Implicit ageist attitudes have not 

been recognized as such until recently (Levy & Banaji; Palmore, Branch & Harris, in Iversen, 

Larsen, & Solem, 2009) and C2ARLOS allowed me to see the potential problem of implicit 

ageism in IG learning.  In this research, the tacit ageism of IG learning was addressed by inviting 

participation of the artists as coparticipants in action research. 
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C2AR Activates Participants  

Teacher-participants reflected critically on the significance of their intersubjective 

relationships with the artists and the place and time their stories represent in writing their life 

story narratives.  These curriculum narratives bridged both the unique ideographic and the larger 

nomothetic (Atkinson, 2007), connecting the artists’ stories to the wider community, and also 

placing them in the wider context of history.  Teacher-participants’ research activated 

cooperative power sharing by inviting artists to participate and giving them a platform to speak 

from.  Teacher-participants enabled the artists to share their perspectives with the community, 

which meets some of the goals of critical action research—to release individuals from tradition 

and habits and enable processes of democratic participation (Kincheloe, 2005).  In this case, 

education’s habit of identifying and categorizing was challenged by the messiness of working 

with other adults.  This experience was emancipating for the teacher-participants and enabled 

their social responsibility in considering which artists to present and how to do so, to benefit 

their students’ and the community’s understandings of place.  This opportunity to be proactive in 

the community expanded their praxes and reflects an aspect of critical action research (Kincheloe 

& Pinar, 1991; Mills, 2011).  The residual effect of the teacher-participants’ activism continued 

in their involvement with community and artists after this cycle of action research.  Participants 

working with older artists in CCAR is a powerful way to combat ageism because cooperative 

action research is a practice that takes place in “the doing of it” (Reason & Bradbury, 2008, p. 

234) based on experiential intersubjective learning (Torbert, 2006).   

 

Implications 

Recall that curriculum is environment found in relationship to the local.  Student identity 
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and its connection to community are key factors in curricula that make a positive learning 

environment (Kemp, 2006).  PB education links curriculum to the community and the PBIG art 

education curriculum of Miller, Rose, and Walker does that because the stories and experiences 

of local older artists demonstrate varying local perspectives about place.  This research suggests 

the combined field of PBIG art education is invaluable curriculum because IG learning adds an 

element that reflects the demographic of whole communities and disrupts standard age cohorts of 

social and learning groups (Hatton-Yeo & Osako, 2000), while local artists enliven interest in 

local place through their art and stories.  The combination of PBIG art education strengthens 

curriculum and community, offers personal support for art educators and their praxes, and gives 

local older artists greater voice.  

 

Recommendation 

Kuehne (2003) notes IG learning is generally measured for psychological and social 

benefits in terms of attitudinal change and perceptions of each other.  This suggests IG learning 

would be better served by evaluations reflecting outcomes that vary with the program and the 

context.  I propose evaluating IG learning based on new knowledge and insights gained by both 

young and older participants around a common theme, in this case, experiences related to place.  

This would serve the goal of measuring IG learning in a non-ageist way and would not replicate 

the binary often set forth in IG learning groupings, but instead focus on common experiences. 

Recounting and recording experiences from different times through stories and art in IG 

experiences has been shown to be valuable in IG learning groups (LaPorte, 2000; Lawton, 2004).  

This research shows that artists sharing stories in relation to a common place produced valuable 

knowledge that broadened views of local place and dispelled ageist stereotypes through the 
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unique skills and positive attitudes these older artists demonstrated (Schmidt, 2006).  Future 

studies in IG learning should investigate other core themes or commonalities that can bring 

together series of different experiences that age difference produces.   

 

Question 3: How Might Art Educators Gain a Broader View of Place by Reimagining the Virtual 
Past through Intergenerational Relationships? 

 
This question came from experiencing time differently through reimagining it as 

duration.  In duration, the virtual past is actualized in the present.  Place and aspects of its past 

are brought to life through PBIG learning, and this becomes more powerful when conceptualized 

through duration because the virtual past is alive in the present when actualized by memory. 

Hence, the benefit of learning about place in IG relationships can best be understood through 

duration theory.   

The historical and cultural memories that place holds are virtual and are attributes that 

inhere in the present, although sometimes hidden from plain sight.  The present world is more 

than it seems when time is considered through duration (T. May, 2005).  Duration is a concept 

from LOS that conceptualizes the present as where the past and future meet.  By theorizing place 

through duration, I include its past and its future.  In this research, neglected and unrecognized 

places came alive in the present through art and language, events that actualized the virtual past.  

The IG event connects place with its virtual past through participants sharing memories.  

Sharing memories expands experiences of place because in remembering an experience, 

we always go to that place in our memory.  The place is real, the memory is real, and the virtual 

past becomes actualized in the present.  Thus, a contact with the contracted past is made possible 

through psychological memory’s particular view of the ontological past (T. May, 2005).  The 

events of this research actualized the virtual past and marked local places as significant.  Place 
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was the common factor bringing different experiences together.  In this understanding of time, 

the virtual past and the future are equal partners, and this is key in understanding the importance 

of event.  An event happens in the present but is valuable in retrospect, as pure event. 

Participants coming together and sharing the event is a becoming, which offers potential change 

in future relations.  This enlivens action research’s potential for change.  The LOS theory of time 

and change offers re-envisioning and can be the foundation for a future-oriented political theory 

of action, which invites us to participate in events beyond the personal (Grosz, 2000; Olkowski, 

2001).   

In this research, experience and memory are crucial in reimagining the power of place 

and age together.  Stephens inspired Rose and our group with her art and stories of neighboring 

Native American cultures, actualizing the virtual past.  In so doing, she brought a neighboring 

place to life for participants.  This event marks psychological memory becoming ontological 

memory, connecting to an earlier time, and expanding a younger participant’s view of place 

through an older person’s memories.  Participants’ views of place expand conceptually from a 

mere background to a landscape alive through memory. 

 

Sense and Memory 

Participants made new connection to local places through personal experiences and by 

reflecting critically about place, which became part of their practice.  Walker made personal 

connections based on childhood memories of a near forgotten familial connection to the MSU’s 

art gallery by connecting to new knowledge she gained from Ewalt.  This became layered with 

her new understanding of the university’s art department linked to the community’s art. 

Critically reflecting about place a year after this research ended, Walker recalled an event shared 
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with her grandfather in her early childhood, at his warehouse downtown by the railroad tracks, 

when she learned how the Wichita Falls population was segregated by race on either side of the 

tracks.  This marks another pure event in Walker’s research and demonstrates that learning from 

doing research is often in retrospect.  

 

Implication 

Considering place broadly and foregrounding it in critical research in education will 

continue to reveal its power.  In PBIG learning events, the past and the future are brought 

together as equal partners in a sense event, like a lens bringing clarity to the contracted memory 

of ontological place.  IG relationships broaden views of place by reimagining the virtual past as 

an event of sense.  The teller links their stories with their physical perceptions of experience, 

time, and space, and this creates the connections and produces the sense that invites us to accept 

and even adopt someone else’s memories as part of our story.  This is why personal interactions 

and engagement with people from different ages and perspectives are so important.  My findings 

demonstrate the intersubjective encounters with artists who shared their stories was sense- 

producing and suggests generational age difference offers unlimited possibilities of sense 

production.  

 

Recommendations 

The materiality of place and language is significant in this research because it offers a 

way of understanding the where and how of the virtual past.  Future research into broadening 

understanding of a place by connecting to its regional history must include nonlinear 

understandings of time, which reimagines our connections to the ontological past.  Critical 
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theory’s challenge to the good and common sense of ideologies should begin with efforts to 

acknowledge how the virtual past can be seen in the present, which invites viewing events from 

multiple perspectives. 

 

Evaluating the Research 

In evaluating the effectiveness of this study as cooperative action research, I include 

myself as a participant to note our development in three domains: the objective, the political and 

ethical, the aesthetic and spiritual (Torbert & Taylor, 2008).  Participants’ growth is found in our 

curriculum and discussions that demonstrate objective learning, which builds knowledge about 

and for the community.  Participants’ expanded ethical praxes are found in the mentoring and 

camaraderie of the IG relationships as well as my own praxis as a coparticipant in C2AR.  The 

most inspirational moments that this research offered us was joining with the artists to tell their 

stories and share their artwork, an experience that was both aesthetic and spiritual.  Additionally, 

the triangulated assessment of participant multimodal learning points to critical reflections that 

led to concept development.  I propose that sense in action research is palpated through asking 

the critical questions that paradoxes pose.  Participants’ multimodal reflections palpated their 

question(s) and resulted in concept development too.   

I found using the principles of cooperative action research challenged me and kept me 

returning to the principles of co-constructed and extended learning: to listen, to challenge, and to 

recognize learning in myself and participants while revisiting data in the pure event.  The 

facilitation of C2AR as a methodology is complex, and I learned to practice compassionate 

intersubjectivity in creating space for critical discussions with participants (Torbert, 2006).  I 
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witnessed participants’ receptiveness to difference in the intersubjective relationships they 

established with artists.  

 

Recommendation 

 In future research the dual role of facilitator and participant should be differentiated.  

The facilitator should define her standpoint and goals with participants, and discuss what makes 

a relationship cooperative for that specific locale, and why critical reflection is vital to learning 

with and from the research, with an end goal of producing a pure event from which new concepts 

and new knowledge are constructed.  I recommend in the future C2ARLOS could be facilitated 

in settings where diverse groups of people are given the opportunity to listen, share and observe, 

critically reflect, and then plan and act through several cycles of learning in order to develop a 

concept, which may be a curriculum, an article, a mural, or another action  

 

The Intersection of Place and Age, Theory and Methodology 

This research suggests that when seeking to understand place and its encompassing 

aspects in curriculum, it is necessary to approach the inherent problem of perception of place—

from many perspectives including outsider.  Experience, memory, and understanding of duration 

all play into perceptions.  Using a nonlinear concept of time opens up possibilities that the past 

inheres in one’s present experience of place.  Employing the memories of older generations 

through the development of relationships created enabling experiences for both the younger and 

the older when perspectives were shared. 

The participants’ interest in the events of the research produced a sense among 

participants that their work was important.  The research challenged habits, asked participants to 
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seek new encounters, and did not reproduce typical social encounters but looked for deeper 

contact through IG learning experiences (Heron & Reason, 2008).  I learned that action research 

is emergent, and that knowledge is developed in both the facilitator and the participants in 

response to what we all bring to the inquiry, and that place and age both differentiate us and 

bring us together.  

 

Epilogue: From Glow to Steady Flame 

The strength of this research comes from the synergy of all three elements of research—

topic, methodology, and theory.  I responded to the glow of unease, which I later identified as 

sense (McClure, 2013) by revisiting theory and investigating alternate understandings of 

ontology.  Theory provided the tinder that ignited my research to grow from this glow of unease 

to a flame of inquiry.  Critical reflection opened up the possibility of alternate understandings of 

history and place, fanning the flames of my inquiry.  The methodology of cooperative action 

research, which values participant learning, provided the lasting fuel.  Participants’ action and 

reflection were like the branches continuously providing fuel to the fire.  Learning with 

participants in the cooperative action research steadied the flame of my critical stance and 

enlightened learning about myself and others.  When a fire burns in the hearth, three logs with 

adequate oxygen maintain the flame and heat.  Theory, methodology, and the entwined topic of 

place and age did just that.  Throughout this research, I found that older artists’ steady flame 

ignited creative energy in art educators, and the cyclical nature of action research provided the 

oxygen that maintained it.  The immobile ground of the earth and stone of the hearth provided 

the foundation of place.  The virtual past of this place became briefly illumined as the research 

actualized the story in the present.
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APPENDIX A 

APPLICATION TO PARTICIPATE PLACE-BASED ART EDUCATION AND 

CURRICULUM DEVELOPMENT PROJECT
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APPENDIX B 

EXIT INTERVIEW QUESTIONS
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Initial Mind Maps  

A mind map is a diagram used to visually outline information. Participant mind maps will be 
created around the concept of self as artist/teacher/researcher, placed in the center, to which 
associated ideas and concepts will be added as drawings and text. Instead of major categories 
radiating from a central node, and lesser categories acting as sub-branches of larger branches, 
participants will instead center themselves in a location and create branches that represent a 
mapping of places where learning and discoveries about art and visual culture took place.  

In discussing personal mindmaps in which participants outline where and how they developed a 
visual vocabulary and artistic history (influences, personal discoveries, art education) the 
following questions will be used: 

1) How and where were your earliest memories formed of what is beautiful?  
2) Where did you learn about “fine art”? From whom did you learn? 
3) Where did you learn to make art? From whom did you learn? 
4) Where do you make art now? 
5) Where did you learn about art education? Who were your teachers? 
6) Where would you like to go to learn more? 
7) Are there communities in Wichita Falls that you might learn from?  
8) What might you learn? 

Post Workshop: Mind Map Revisited 

Participants will revisit their Mind Maps created in the initial research session and add new 
places and experiences to their map.  

What new areas have been added to your map (or could be added to your map?)  Explain 

why. 

Wichita Falls Area Map 

Participants will collaborate to create an initial map of the Wichita Falls area based on visual 
culture and memory and continue to build on the map throughout the action research inquiry. 
Participants will ask their students and artist participants to add information about the visual 
culture of their neighborhood and community to the map. 

 At the end of the action research inquiry, reflection on how new information about place was 
added to the map and to teacher’s knowledge base, and how that affected their curriculum will be 
discussed.  
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In our inquiry into place-based art, we considered local artists whose roots are in Wichita Falls, 
who reside in WF and/or who share a common cultural connection to your students or to the 
notion of being from broader Texas. In imagining a map of Wichita Falls and Texoma consider   

1) What new “places” did you learn about through your research and others’ in this project?  

2) Did that information add to previous knowledge? How? 

3) If we were creating a conceptual map of Wichita Falls area that reflected a wider view of 

place as defined by our inquiry (above), would it reflect any new areas of understanding 

about people who live(ed) there? Explain.  

4) Are there areas of the map that would have been blank before?  What is the significance 

of new concepts/areas? 

Critical Journal of Local Art 

Participants will create a journal as a personal study of place, a journal of critical inquiry 
via a study of the local art community.  In observing local art and cultural practices and asking 
their students, students’ families and other members of the school community to contribute their 
ideas, educators can examine critical issues of knowledge production, and consider individuals or 
groups that are neglected or over-represented in their curricula.  The journal learning process can 
include experiences, observations, dialogue, reflections, and collaborative actions, and includes 
observing local cultural and social practices, symbolic values, artistic practices, and the cultural 
significance of local things.   

 
In response to the question #2 and # 3, DONT include those images created by the artist you 
researched, because you have covered them already in your lesson plan. If you don’t know 
anything about the artist who created the work, you can make up  
 

1) Does your journal reflect your efforts to show: 
a.  Art representative of your personal preferences? 

b. Art that shows what your students’ see? 

c. Art that is culturally significant? 

d. Art that represents the overall visual culture of Wichita Falls area? 

a) In which images do you think the artist was influenced by “place”?  

b) What were the social and material conditions in which the maker/artist 

worked? 
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c) Did the geography, social community, family or art community influence the 

maker’s decisions about his/her work? 

d) How does the artwork/artists/maker present a different view of art, aesthetics 

and culture? 

Engagement with Elder Artists 

Intergenerational learning is sharing between generations.  Following intergenerational 
engagement with senior and/or elder artists from the community, reflect on the following 
questions:   

1) How did you engage with the artist(s)?\ I emailed both my artists, as they both live in  
2) Did elder artists broaden your knowledge about local place? How? 
3) Did any intergenerational activities occur? Explain  
4) What did you or your students share with the artist? 
5) In the future, would you consider developing a similar outreach? 
6) Do you think your relationship with elder artists extended your sense of community?  

If so, How? 
7) Do you think your students’ relationship with an elder/senior artists extended their sense 

of community?  How? 
 

A. Action Research  

How did it work for you? 

 The four steps of the action research cycle are: Observe, Reflect, Plan and Act. The scope 
of this project demanded that you produce a product for a wider audience than just your 
classroom, so I realize that you may have felt pushed beyond what you normally would 
be. Although the workshops were designed to focus on one aspect of action research a 
month, as a teacher it is an ongoing process. According to some you were building a 
living educational theory because you were building on to a set of values, as they emerge 
from your practice.  So in the following questions tell me if and how your standards of 
practice and judgement might have changed through this 6 months.  

1. Did you find yourself thinking differently about anything? (art, artists, learning, 
place, researchers, other)  
 

2. Can you give specific times or examples during the project when you learned 
something new? Thought about something in a different way?  

 
3. Do you consider your local environment differently as it relates to living? Teaching? 
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A BRIEF BIOGRAPHY OF JEANETTE HARRIS HEIBERGER
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Heiberger’s life story relayed the struggle she had earlier in life with expressing herself 

through art, as it was then taught in schools.  “The teachers made you use a ruler and you had to 

measure two inches from here and two inches from there, and blah, blah, blah.  It wasn’t until I 

discovered the figure that I really felt I found something” (J. Heiberger, personal communication, 

2011).  Unlike Stephens, who recounted being acknowledged, encouraged, and rewarded as a 

young artist, Heiberger found little encouragement for her talent early on.  At art school, in 

midlife, she had found Chelimsky and his challenge to find the open form.  The open form is 

how Chelimsky defined his style of abstract expressionism.  She recounts drawing the figure 

“hundreds—hundreds—of time” to become facile (J. Heiberger, personal communication, 2011).  

In her later years, Heiberger’s present series is marked by her authoritative commitment to 

figural abstract paintings, which expresses her story.  Unlike Stephens, she had chosen Native 

Americans at powwows as her subjects later in life, upon her return to the Wichita Falls area as a 

septuagenarian. Like Stephens, she had positive experiences living in community with Native 

Americans as a youth—in her case, Apache families in Weatherford, Oklahoma.   

She actualized the past as she visited tribal gatherings in near-by Oklahoma and rekindled 

the friendships and camaraderie she had enjoyed as a youth.  As she painted the figures of people 

she had grown to respect, she revisited the event again.  She related this story to us at the 

summer seminar.  With her 93 years of life experience, she broadened the ontological horizon of 

place for my research participants and the other educators who participated at the summer 

workshop.  Her art connected to place in multiple ways; by painting her experiences at 

powwows, she was paying tribute to a vibrant regional culture.  In my first interview with her, 

she said she felt Native Americans were disrespected in Wichita Falls and the intention of her 

work was to restore respect.  At the summer workshop, she said this about the Apache people: “I 
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painted their children and them and I have been following them and I have not known one 

unkind thought from any of them. . . I claim them as one of my own.” 

This comment followed telling the story of her father’s hardware store, which referenced 

how he treated Native Americans as equals.  The events of her childhood that built relationships 

with the Native American people in her community motivated her work as an older artist.  

Heiberger’s historical and present series are brought together through the sensation of her 

paintings, which actualize the event of ontological memory. 
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