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This a/r/tographic dissertation offers opportunities to interrogate curator identity and 

curator ways of being in both public and private spaces.  Instead of an authoritative or 

prescriptive look at the curatorial, this dissertation as catalogue allows for uncertainty, for 

messiness, for vulnerable spaces where readers are invited into an exhibition of disorderly 

living. Stitched throughout the study are stories of mothering and the difficulties that 

accompanied the extremely early birth of my daughter.  Becoming a mother provoked my 

curating in unexpected ways, and allowed me to reconsider the reasons I collect, display, and 

perform as a curator. It was through the actual curating of familial material artifacts in the 

exhibition Dress Stories, I was able to map the journey of my curatorial turns. My engagement 

with clothing in the inquiry was informed by the work of Sandra Weber and Claudia Mitchell, 

where dress as a methodology allows for spaces to consider autobiography, identity, and 

practice. It was not until the exhibition was over, I was able to discover new ways to thread 

caring, collecting, and cataloguing ourselves as curators, artists, researchers, teachers, and 

mothers.  It prompts curators and teachers to consider possibilities for failure, releasing excess, 

and uncaring as way to care for self, objects, and others.  
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Introduction	  

Cataloging	  Ourselves	  

This	  a/r/tographic	  dissertation	  offers	  opportunities	  to	  interrogate	  my	  curator	  identity	  

and	  curator	  ways	  of	  being	  in	  both	  public	  and	  private	  ways.	  Rather	  than	  a	  chronological	  

exploration	  from	  my	  early	  curating	  roots	  to	  present,	  it	  poses	  new	  routes	  back	  and	  forth	  in	  my	  

becoming	  as	  a	  curator.	  Instead	  of	  an	  authoritative	  or	  prescriptive	  look	  at	  the	  curatorial,	  this	  

dissertation	  allows	  for	  uncertainty,	  for	  messiness,	  for	  vulnerable	  spaces	  where	  readers	  are	  

invited	  into	  an	  exhibition	  of	  disorderly	  living.	  Stitched	  throughout	  the	  study	  are	  stories	  of	  

mothering	  and	  the	  difficulties	  that	  accompanied	  the	  extremely	  early	  birth	  of	  my	  daughter,	  

Elizabeth.	  Becoming	  a	  mother	  provoked	  my	  curating	  in	  unexpected	  ways,	  and	  allowed	  me	  to	  

reconsider	  the	  ways	  I	  collect,	  display,	  and	  perform	  as	  a	  curator	  in	  both	  public	  institutions	  and	  

intimate	  private	  spaces.	  This	  work	  is	  my	  first	  re-‐emerging	  back	  into	  curating	  since	  my	  daughter	  

was	  born.	  	  It	  was	  through	  the	  actual	  curating	  and	  installation	  process	  that	  I	  was	  able	  to	  map	  the	  

journey	  of	  my	  curatorial	  turns.	  While	  I	  had	  worked	  on	  several	  clothing	  exhibitions	  in	  my	  past,	  

this	  was	  a	  different	  curatorial	  experience,	  shaped	  and	  changed	  by	  the	  a/r/tographical	  work	  of	  

Sylvia	  Kind	  who	  provokes	  her	  teaching	  through	  stories	  of	  loss	  and	  grief	  in	  an	  intimate	  narrative	  

of	  motherhood.	  My	  engagement	  with	  clothing	  in	  the	  inquiry	  was	  also	  informed	  by	  the	  work	  of	  

Sandra	  Weber	  and	  Claudia	  Mitchell,	  where	  dress	  as	  a	  methodology	  allowed	  for	  spaces	  to	  

consider	  narrative,	  identity,	  and	  practice.	  The	  curating	  of	  the	  exhibition,	  Dress	  Stories	  actually	  
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occurred	  in	  the	  middle	  of	  the	  dissertation	  research	  process.	  I	  worked	  for	  nine	  months	  to	  curate	  

an	  exhibition	  of	  my	  personal	  clothing	  and	  textile	  items	  which	  was	  installed	  in	  the	  Cora	  Stafford	  

Gallery	  at	  the	  University	  of	  North	  Texas	  from	  September	  25-‐28,	  2012.	  After	  the	  exhibition	  was	  

de-‐installed	  and	  each	  object	  returned	  and	  repacked,	  the	  catalogue	  was	  woven	  together	  with	  

theory	  and	  narrative	  understandings.	  	  It	  was	  not	  until	  the	  exhibition	  was	  over,	  I	  was	  able	  to	  

discover	  new	  ways	  to	  thread	  caring,	  collecting,	  and	  cataloguing	  ourselves	  as	  curators,	  artists,	  

researchers,	  teachers,	  and	  mothers.	  	  

Into	  the	  Inquiry	  

The	  design	  of	  the	  inquiry	  allowed	  for	  experimenting	  with	  ways	  to	  move	  between	  and	  

beside	  beginnings	  and	  endings,	  but	  will	  mostly	  dwell	  in	  the	  borderlands	  of	  the	  middles	  between	  

and	  betwixt	  my	  curator	  as	  artist/researcher/teacher	  identities.	  This	  inquiry	  is	  situated	  in	  middle	  

spaces	  where	  I	  can	  be	  open	  and	  connectable,	  as	  not	  only	  a	  curator,	  artist,	  researcher,	  teacher,	  

but	  also	  as	  a	  woman	  and	  mother.	  Using	  arts-‐based	  living	  inquiry,	  I	  attempt	  to	  weave	  my	  

identity	  threads	  by	  curating	  my	  knowing	  (theoria),	  doing	  (praxis),	  and	  making	  (poesis)	  (Irwin,	  

2004,	  p.	  27).	  	  In	  a/r/tography,	  art	  and	  text	  lead	  to	  new	  understandings	  and	  meanings.	  I	  

journaled,	  recalled	  events,	  made	  connections,	  gathered	  artifacts,	  and	  contextualized	  and	  

recontextualized	  texts	  for	  new	  understandings	  and	  meanings.	  I	  curated	  material	  culture	  

(literally	  made	  of	  material	  of	  clothing	  as	  texts),	  to	  interrogate	  myself	  as	  the	  subject	  formed	  and	  

situated	  in	  public	  and	  private	  spaces	  where	  illness	  and	  objects	  informed	  my	  ways	  of	  seeing	  and	  

being	  in	  the	  mode	  of	  curator	  as	  artist	  in	  art	  education.	  Interwoven	  in	  the	  curating,	  as	  a	  curative	  
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process,	  were	  sites	  of	  performativity,	  allowing	  me	  to	  create	  thematic	  maps	  of	  my	  identity	  as	  a	  

curator	  and	  as	  the	  mother	  of	  a	  special	  needs	  child.	  I	  curated	  clothing	  in	  a	  reflexive	  discourse	  

about	  collecting,	  hoarding,	  teaching,	  and	  healing.	  Memories,	  interpretations,	  and	  histories	  were	  

placed	  beside	  examples	  of	  material	  culture	  to	  reweave	  an	  identity	  story	  of	  continual	  becoming	  

as	  curator/artist/researcher/teacher.	  	  

While	  I	  had	  some	  initial	  seeds	  of	  how	  to	  grow	  my	  rhizomatic	  mappings	  through	  the	  

inquiry,	  I	  allowed	  for	  other	  seeds	  and	  questions	  to	  evolve	  in	  the	  a/r/tographic	  journey.	  Clothing	  

once	  again	  called	  to	  me	  as	  a	  curator	  in	  this	  inquiry,	  to	  unpack	  it	  from	  my	  storage	  tubs,	  trouble	  

it,	  and	  make	  it	  visible,	  and	  interconnected	  in	  materially	  rendering	  and	  re-‐curating	  self	  within	  

this	  inquiry.	  For	  over	  ten	  years,	  my	  former	  curator	  life	  has	  been	  packed	  away	  in	  storage	  tubs,	  

steamer	  trunks,	  and	  cabinets	  of	  curiosity,	  and	  it	  was	  not	  until	  I	  allowed	  myself	  to	  unpack	  these	  

physical	  containers,	  that	  I	  was	  able	  to	  begin	  to	  allow	  for	  being	  with	  and	  within	  them,	  and	  even	  

letting	  go	  of	  them.	  	  In	  a/r/tography,	  researchers	  do	  not	  go	  alone,	  but	  rather,	  invite	  others	  into	  

their	  inquiry	  spaces,	  so	  as	  an	  exhibition	  visitor,	  and/or	  now	  reader,	  you	  are	  encouraged	  to	  

participate	  by	  considering	  the	  ways	  you	  might	  unpack,	  unfold,	  or	  undo	  your	  clothing	  and	  self	  

along	  with	  and	  beside	  me.	  	  	  

Dissertation	  as	  Catalogue	  

Like	  Daniel	  Barney	  (2009),	  I	  submitted	  two	  versions	  of	  my	  dissertation,	  a	  traditional	  

format	  and	  a	  creative	  format	  which	  “explores	  the	  conventions	  of	  the	  traditional	  PhD	  
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dissertation	  through	  design	  layout,	  emphasizing	  the	  styling	  of	  knowledge	  in	  terms	  of	  dress”	  (p.	  

13).	  In	  the	  creative	  format,	  the	  dissertation	  actually	  takes	  the	  shape	  of	  an	  exhibition	  catalogue,	  

where	  narratives	  and	  images	  from	  the	  planning	  of	  the	  exhibition	  and	  the	  installation	  of	  the	  

exhibition	  allow	  me	  to	  continue	  to	  be	  in	  the	  gallery	  spaces,	  to	  revisit	  the	  pedagogical	  turns	  that	  

led	  me	  here,	  to	  recount	  how,	  for	  a	  few	  hours,	  I	  dwelled	  within	  a	  generative	  space	  where	  in	  

addition	  to	  caring	  for	  my	  daughter,	  I	  also	  cared	  for	  my	  collections	  and	  for	  self.	  	  Just	  as	  Barney	  

submitted	  his	  dissertation	  as	  an	  artifact,	  the	  exhibition	  catalogue	  becomes	  an	  artifact	  of	  not	  

only	  the	  Dress	  Stories	  exhibition	  I	  curated,	  but	  also	  an	  artifact	  of	  lived	  experience	  and	  the	  ways	  I	  

catalogue	  myself	  and	  my	  collections.	  I	  collect	  fashion	  exhibition	  catalogues	  as	  souvenirs	  of	  my	  

lived	  experiences	  visiting	  clothing	  in	  different	  contexts.	  	  I	  have	  also	  authored	  two	  fashion	  

exhibition	  catalogues	  (Utz,	  1997,	  2000a)	  and	  an	  exhibition	  catalogue	  essay	  as	  a	  guest	  curator	  

(Utz,	  2000b),	  but	  the	  dissertation	  as	  catalogue	  offers	  new	  ways	  for	  me	  to	  conceptualize	  the	  

ways	  I	  catalogue	  myself	  within	  the	  research.	  	  	  

In	  an	  inquiry	  designed	  to	  interrogate	  the	  curatorial,	  the	  exhibition	  becomes	  a	  form	  of	  

text	  and	  of	  writing.	  “Catalogs	  are	  not	  vanity	  publications,	  nor	  are	  they	  made	  primarily	  for	  the	  

aesthetic	  satisfaction	  of	  the	  artist.	  	  Rather	  they	  exist	  to	  convey	  in	  the	  optimum	  manner	  in	  

another	  medium	  the	  basic	  thrust	  of	  the	  exhibition”	  (Storr,	  2006,	  p.	  28).	  The	  thrust	  of	  the	  

exhibition,	  Dress	  Stories	  is	  curatorial	  turning	  in	  process.	  Calderoni	  (2011)	  says,	  “[i]n	  fact,	  these	  

exhibitions	  often	  result	  in	  catalogues	  which	  function	  as	  the	  place	  where	  the	  process	  dimension	  

emerges”	  (p.	  75).	  The	  performative	  process	  of	  curating	  emerges	  and	  the	  catalogue	  becomes	  
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the	  only	  medium	  through	  which	  to	  exhibit	  the	  exhibition.	  	  Further,	  Calderoni	  (2011)	  reminds	  

readers	  that	  catalogues	  are	  works	  in	  progress	  even	  after	  the	  exhibition	  ends:	  

Exhibition	  catalogues	  do	  not	  present	  finished	  works,	  even	  in	  the	  case	  when	  these	  ones	  
are	  present;	  rather	  they	  include	  artist’s	  sketches,	  projects	  and	  works	  in	  progress.	  	  What	  
more	  they	  act	  as	  the	  logbooks,	  recording	  the	  construction	  phases	  of	  the	  exhibition	  itself.	  
The	  introductory	  texts	  become	  tales,	  which	  relate	  to	  paths	  travelled,	  rather	  than	  critical	  
essays	  with	  scientific	  approaches.	  (p.	  75)	  

Authoring	  an	  exhibition	  catalogue	  as	  dissertation	  offers	  potentialities	  for	  the	  exhibition	  to	  

speak	  for	  itself	  and	  to	  mark	  the	  paths	  travelled.	  	  Elliot	  Eisner	  calls	  for	  “educational	  novels”	  (as	  

cited	  in	  Saks,	  1996,	  p.	  412)	  where	  researchers	  are	  able	  to	  take	  risks,	  and	  “provide	  the	  reader	  

with	  access	  to	  a	  content	  that	  would	  otherwise	  be	  inaccessible”	  (p.	  413).	  	  I	  offer	  an	  educational	  

catalogue	  to	  make	  accessible	  the	  inaccessible	  in	  my	  work.	  I	  re-‐conceptualize	  the	  exhibition	  

catalogue	  as	  dissertation	  in	  my	  inquiry	  and	  include	  my	  curatorial	  pathways,	  decisions,	  

insecurities,	  and	  uncertainties	  into	  the	  catalogue	  itself	  as	  pedagogical	  provocations.	  	  

One	  distinguishing	  feature	  of	  the	  creative	  dissertation	  catalogue	  is	  the	  textual	  and	  visual	  

elements	  designed	  as	  conceptual	  and	  practical	  information	  sites	  (Sullivan,	  2010,	  p.	  xxv).	  	  

Graeme	  Sullivan	  (2010)	  offers	  portals	  as	  a	  means	  of	  “taking	  the	  conversations	  further”	  (p.	  xxv).	  	  

In	  this	  catalogue,	  I	  weave	  portals	  within	  the	  research	  to	  reconceptualize	  the	  traditional	  

exhibition	  catalogue.	  Label	  portals	  offer	  didactics	  straight	  off	  the	  exhibition	  gallery	  walls;	  Dress	  

Stories	  portals	  include	  personal	  memories	  of	  specific	  clothing	  included	  in	  the	  exhibition;	  

Turning	  portals	  trace	  the	  paths	  I	  took	  through	  the	  curatorial,	  educational,	  feminist,	  visual,	  and	  
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cultural	  spaces	  of	  the	  inquiry;	  and	  Image	  portals	  allow	  readers	  to	  interrogate	  the	  installation	  

images,	  inviting	  them	  to	  re-‐visit	  and	  re-‐turn	  to	  the	  exhibition	  as	  a	  way	  to	  go	  deeper	  into	  the	  

inquiry.	  	  I	  chose	  to	  allow	  image	  titles	  to	  act	  as	  metaphors	  in	  the	  layering	  of	  interpretations	  of	  

the	  visual	  elements	  of	  my	  inquiry.	  I	  also	  include	  photographs	  of	  the	  exhibition	  in	  progress,	  in	  

the	  decision	  making,	  and	  in	  the	  vulnerable	  turnings	  to	  chart	  the	  journey	  of	  becoming.	  	  
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Prologue	  

Journeying	  Towards	  Curating	  

In	  order	  to	  move	  forward,	  I	  looked	  back	  at	  how	  I	  arrived	  in	  the	  middle.	  	  I	  began	  my	  

career	  twenty	  years	  ago	  as	  a	  museum	  educator,	  and	  I	  made	  sense	  of	  my	  experiences	  through	  

teaching	  from	  objects	  and	  artworks	  in	  museum	  spaces.	  	  Dwelling	  within	  galleries	  shaped	  my	  

understandings,	  while	  offering	  opportunities	  for	  turns,	  and	  turnings,	  and	  re-‐turnings	  that	  are	  

worked	  into	  this	  text.	  	  In	  1983,	  when	  I	  was	  thirteen	  years	  old,	  my	  family	  visited	  Washington	  D.C.	  

for	  the	  first	  time	  and	  toured	  the	  First	  Ladies	  Hall	  at	  the	  National	  Museum	  of	  American	  History.	  

The	  exhibition	  was	  originally	  curated	  by	  Margaret	  Brown	  Klapthor	  in	  1955	  and	  featured	  a	  

decorative	  arts	  approach	  to	  displaying	  the	  gowns.	  	  Jewelry,	  accessories,	  china,	  and	  home	  

furnishings	  were	  carefully	  placed	  in	  period	  rooms	  with	  the	  first	  ladies	  inaugural	  gowns	  fitted	  on	  

lifelike	  mannequins	  (Graddy	  &	  Paston,	  2014).	  	  I	  did	  not	  realize	  at	  the	  time	  how	  significant	  my	  

first	  experience	  with	  costume	  would	  be	  to	  my	  career,	  but	  I	  knew	  I	  was	  changed.	  	  I	  still	  

remember	  the	  clothing	  I	  witnessed	  on	  display	  at	  the	  Smithsonian	  as	  a	  young	  girl.	  All	  these	  years	  

later,	  I	  continue	  to	  linger	  with	  the	  idea	  of	  dress	  as	  significant	  signifier	  of	  its	  wearer.	  	  	  

This	  museum	  visit	  marked	  my	  first	  experience	  in	  a	  costume	  exhibition,	  and	  it	  was	  

transformative	  for	  me.	  	  From	  that	  moment	  on,	  I	  knew	  I	  wanted	  to	  work	  in	  a	  museum	  and	  with	  

collections	  of	  marvelous	  stuff.	  I	  love	  stuff,	  I	  collect	  stuff,	  and	  I	  look	  to	  stuff	  for	  my	  ways	  of	  being	  

in	  the	  world.	  While	  I	  was	  uncertain	  how	  I	  would	  find	  my	  way	  into	  curating,	  I	  embarked	  on	  a	  
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path	  of	  deep	  longing.	  	  For	  thirty	  years	  I	  have	  saved	  the	  souvenir	  postcards	  I	  bought	  in	  1983	  

depicting	  the	  dresses	  I	  first	  experienced	  installed	  in	  the	  First	  Ladies	  Hall.	  	  In	  my	  family,	  you	  save	  

the	  souvenirs,	  the	  stuff—the	  clutter	  that	  keeps	  you	  from	  fully	  seeing.	  	  You	  save	  the	  ticket	  stubs,	  

the	  photographs,	  the	  newspaper	  clippings,	  the	  programs,	  the	  catalogues,	  all	  the	  evidence	  that	  

you	  were	  once	  there,	  to	  assure	  you	  are	  still	  here	  because	  of	  the	  possessions	  that	  mark	  your	  

lived	  experience.	  These	  old,	  faded	  postcards	  continue	  to	  perform	  as	  artifacts	  of	  my	  beginnings	  

as	  curator.	  	  They	  assist	  me	  in	  doing	  research	  and	  in	  writing	  my	  narratives	  and	  as	  tools	  for	  

listening	  for	  curatorial	  conversations	  even	  now.	  	  	  

I	  do	  not	  think	  it	  was	  a	  coincidence	  I	  found	  my	  way	  back	  to	  the	  National	  Museum	  of	  

American	  History	  in	  1992	  as	  a	  college	  intern	  in	  the	  textile	  conservation	  department	  and	  

specifically	  working	  with	  the	  First	  Ladies	  Collection.	  	  Earlier	  that	  same	  year,	  curator	  Edith	  Mayo	  

reconceptualized	  the	  original	  First	  Ladies	  Hall	  into	  a	  new	  exhibition,	  First	  Ladies:	  Political	  Role	  

and	  Public	  Image	  which	  centered	  more	  on	  the	  first	  ladies’	  actions,	  accomplishments,	  and	  work	  

than	  on	  their	  clothing.	  	  I	  only	  have	  one	  photograph	  of	  me	  in	  the	  exhibition.	  	  I	  am	  shown	  at	  far	  

left	  lined	  up	  in	  the	  entryway	  to	  the	  gallery	  among	  pictures	  of	  the	  important	  women	  whose	  life	  

and	  clothes	  are	  on	  view.	  Only	  fourteen	  dresses	  from	  the	  collection	  were	  displayed	  in	  the	  new	  

exhibition	  instead	  of	  the	  original	  static,	  parade-‐like	  lineup	  of	  dresses	  representing	  all	  forty-‐

three	  first	  ladies	  to	  date.	  	  The	  conservators	  at	  the	  museum	  utilized	  the	  fourteen	  dresses	  to	  

teach	  visitors	  about	  conservation,	  about	  the	  process	  of	  caring	  for	  fragile	  and	  damaged	  clothing,	  

and	  about	  the	  ways	  light,	  dust,	  and	  climate	  harm	  clothing	  (Grady	  &	  Pastan,	  2014).	  	  
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For	  weeks,	  my	  task	  as	  a	  student	  intern	  was	  to	  research	  and	  locate	  primary	  

documentation	  in	  old	  newspapers	  housed	  at	  the	  Library	  of	  Congress	  for	  three	  specific	  dresses	  

in	  the	  museum’s	  holdings	  reportedly	  worn	  by	  former	  first	  ladies	  Rose	  Cleveland,	  Harriet	  Lane	  

Johnson,	  and	  Lou	  Hoover.	  	  The	  curatorial	  staff	  at	  the	  museum	  asked	  me	  to	  find	  documentation	  

which	  detailed	  and	  described	  these	  historic	  women	  wearing	  these	  particular	  dresses	  in	  order	  to	  

validate,	  verify,	  and	  authenticate	  the	  objects’	  provenance	  and	  worth.	  	  I	  worked	  for	  three	  

months	  and	  became	  discouraged,	  because	  I	  never	  found	  any	  written	  evidence	  to	  support	  the	  

claims	  the	  three	  women	  lived	  in	  the	  three	  dresses	  in	  the	  museum’s	  holdings.	  At	  the	  time,	  I	  did	  

not	  realize	  how	  searching	  for	  narratives	  about	  these	  dresses	  belonging	  to	  these	  famous	  women	  

would	  influence	  my	  inquiry.	  	  I	  am	  not	  a	  famous	  woman	  like	  the	  first	  ladies	  whose	  artifacts	  are	  

included	  in	  the	  First	  Ladies	  Collection	  at	  the	  Smithsonian	  Institution.	  As	  I	  now	  consider	  my	  life	  

lived	  in	  my	  clothes,	  I	  find	  myself	  asking	  just	  who	  do	  I	  think	  I	  am	  (Mitchell,	  Weber,	  &	  O’Reilly-‐

Scanlon,	  2005)	  and	  why	  would	  anyone	  care	  about	  my	  clothing	  exemplars	  of	  self-‐study?	  

After	  completing	  my	  museum	  internship	  and	  earning	  my	  bachelor’s	  degree	  in	  art	  

history,	  I	  entered	  into	  the	  graduate	  museum	  education	  program	  at	  the	  University	  of	  North	  

Texas	  in	  1994.	  	  I	  was	  fortunate	  to	  work	  with	  museum	  educator	  Nancy	  W.	  Berry	  during	  a	  time	  

when	  the	  museum	  field	  was	  reconsidering	  its	  role	  of	  education	  in	  museums—articulating	  

museum	  curriculum,	  defining	  museum	  knowledge,	  and	  inviting	  museum	  narrative	  in	  order	  to	  

anticipate	  the	  changes	  and	  possibilities	  for	  the	  future.	  	  During	  my	  master’s	  studies,	  I	  also	  

worked	  as	  a	  graduate	  student	  intern	  for	  Myra	  Walker,	  Executive	  Director	  of	  the	  Texas	  Fashion	  
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Collection	  at	  the	  University	  of	  North	  Texas.	  I	  gained	  practical	  experience	  in	  the	  role	  of	  Walker’s	  

assistant	  as	  she	  co-‐curated	  the	  costume	  components	  for	  the	  major	  exhibition,	  Hot	  Cars,	  High	  

Fashion,	  and	  Cool	  Stuff:	  Designs	  of	  the	  20th	  Century	  with	  Charles	  Venable	  at	  the	  Dallas	  Museum	  

of	  Art	  in	  1996.	  	  	  

The	  exhibition	  allowed	  visitors	  to	  make	  visual	  connections	  between	  the	  design	  elements	  

found	  in	  art,	  fashion,	  and	  material	  culture	  over	  the	  last	  century.	  	  Evening	  gowns	  from	  the	  Texas	  

Fashion	  Collection	  were	  installed	  beside	  and	  between	  television	  sets,	  vacuum	  cleaners,	  tea	  

services,	  classic	  convertible	  cars,	  furniture,	  and	  paintings	  from	  the	  DMA’s	  permanent	  collection.	  

In	  actuality,	  it	  was	  a	  concept	  very	  similar	  to	  Klapthor’s	  First	  Ladies	  Hall	  exhibition	  in	  1955,	  

where	  significant	  clothing	  was	  installed	  alongside	  period	  decorative	  art	  examples.	  But	  the	  

clothing	  in	  Hot	  Cars,	  High	  Fashion,	  and	  Cool	  Stuff	  was	  not	  static,	  rather,	  the	  installation	  came	  

alive	  as	  mannequins	  were	  displayed	  in	  innovative	  arrangements	  on	  platforms	  and	  attached	  to	  

the	  walls	  with	  careful	  attention	  to	  the	  aesthetic	  experience	  of	  the	  cohesive	  exhibition.	  	  What	  

struck	  me	  was	  the	  tension	  between	  the	  museum	  education	  theory	  (American	  Association	  of	  

Museums,	  1984;	  Berry	  &	  Mayer,	  1989;	  Hooper-‐Greenhill,	  1994b;	  Newsom	  &	  Silver,	  1978;	  Zeller,	  

1989)	  I	  was	  studying	  in	  my	  graduate	  course	  work	  and	  the	  Dallas	  Museum	  of	  Art’s	  actual	  

practice	  of	  only	  offering	  minimal	  didactic	  information	  to	  visitors	  in	  the	  Hot	  Cars,	  High	  Fashion,	  

and	  Cool	  Stuff	  exhibition.	  	  There	  were	  only	  a	  few	  large	  wall	  panels	  that	  described	  chronological	  

design	  themes	  and	  small	  identification	  labels	  for	  every	  object,	  but	  there	  was	  no	  sense	  that	  

museum	  education	  was	  the	  driving	  force	  and	  priority	  behind	  the	  exhibition.	  	  The	  museum	  
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narratives	  in	  the	  exhibition	  were	  not	  about	  who	  once	  wore	  the	  dresses,	  or	  designed	  the	  

dresses,	  but	  rather	  how	  the	  dresses	  perform	  as	  exemplars	  of	  design	  history.	  For	  me,	  working	  on	  

Hot	  Cars,	  High	  Fashion,	  and	  Cool	  Stuff	  was	  an	  opportunity	  to	  learn	  how	  to	  perform	  curating	  

tasks	  more	  than	  how	  to	  produce	  communication	  and	  learning	  with	  museum	  visitors.	  I	  learned	  

the	  actual	  practices	  of	  selecting,	  researching,	  preparing,	  installing,	  and	  deinstalling	  a	  costume	  

exhibition.	  My	  curatorial	  education	  also	  included	  how	  to	  dress	  and	  undress	  mannequins,	  how	  

to	  properly	  handle	  the	  garments	  and	  artifacts,	  how	  to	  plan	  gallery	  maps,	  how	  to	  style	  the	  

ensembles	  with	  accessories,	  and	  how	  to	  stage	  and	  secure	  the	  mannequins	  on	  the	  platforms.	  

Walker	  mentored	  me	  by	  showing	  me	  and	  allowing	  me	  to	  perform	  curating	  beside	  her	  and	  with	  

her.	  But	  I	  wanted	  to	  engage	  with	  curating	  more,	  to	  turn	  again	  to	  discover	  how	  meaningful	  

discourse	  could	  be	  woven	  into	  aesthetically	  beautiful	  costume	  curating,	  and	  how	  curricular	  

concerns	  could	  shift	  our	  curatorial	  practices.	  

In	  1997,	  as	  I	  completed	  my	  master’s	  degree	  in	  Art	  Education	  with	  certification	  in	  art	  

museum	  education,	  I	  turned	  again	  to	  Myra	  Walker	  and	  the	  Texas	  Fashion	  Collection	  to	  curate	  

my	  thesis	  exhibition,	  Suiting	  the	  Modern	  Woman	  at	  the	  University	  of	  North	  Texas.	  Suiting	  the	  

Modern	  Woman	  was	  especially	  significant	  for	  me	  in	  my	  curatorial	  becoming.	  	  I	  was	  a	  twenty-‐six	  

year	  old	  woman,	  entering	  the	  work	  force	  as	  an	  emerging	  curator,	  and	  the	  exhibition	  allowed	  

me	  to	  look	  at	  the	  history	  of	  my	  own	  professional	  wardrobe	  and	  dress	  agendas	  as	  I	  embarked	  on	  

my	  new	  career,	  and	  considered	  how	  I	  might	  dress	  for	  work.	  Stevenson	  (2008)	  describes	  how	  

curators	  Harold	  Koda	  and	  Andrew	  Bolton	  contextualize	  clothing	  as	  they	  chart	  the	  “journey	  of	  
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fashion”	  (p.	  221),	  and	  acknowledge,	  “[t]he	  juxtaposition	  of	  the	  old	  and	  new	  in	  display	  is	  also	  

potentially	  difficult”	  (p.	  225)	  when	  developing	  fashion	  retrospectives	  in	  a	  postmodern	  world.	  	  

Suiting	  the	  Modern	  Woman	  juxtaposed	  the	  story	  of	  women	  dressing	  for	  work	  from	  1900-‐1990	  

with	  fifteen	  historical	  ensembles	  from	  the	  Texas	  Fashion	  Collection,	  the	  relationship	  between	  

designer	  and	  client	  in	  a	  studio	  space	  documenting	  the	  history	  of	  the	  collaboration	  between	  

Dallas	  fashion	  designer	  Richard	  Brooks	  and	  then	  Texas	  Governor,	  Ann	  Richards,	  examples	  of	  

contemporary	  professional	  suits	  from	  twenty-‐eight	  Texas	  high	  profile	  women	  including	  Mary	  

Kay	  Ash,	  Kay	  Bailey	  Hutchison,	  and	  Laura	  Bush,	  along	  with	  three	  innovative	  suit	  designs	  by	  

graduate	  fashion	  design	  students	  at	  the	  University	  of	  North	  Texas.	  	  

This	  was	  not	  just	  a	  ‘usual’	  exhibition	  for	  me	  performing	  as	  an	  emerging	  curator	  (Cann,	  

2012).	  I	  worked	  to	  curate	  an	  exhibition	  with	  the	  visitor	  in	  mind.	  Education	  was	  the	  driving	  force	  

throughout	  the	  curatorial	  process	  of	  Suiting	  the	  Modern	  Woman.	  	  The	  exhibition	  marked	  an	  

opportunity	  for	  me	  to	  apply	  museum	  education	  research	  into	  every	  aspect	  of	  curating	  an	  

exhibition.	  	  Valerie	  Steele	  (2008)	  suggests	  there	  are	  many	  different	  ways	  to	  display	  clothing,	  but	  

increased	  emphasis	  is	  being	  placed	  on	  “analyzing	  the	  meanings	  of	  cultural	  objects	  and	  

practices”	  (p.	  25).	  	  Throughout	  the	  Suiting	  the	  Modern	  Woman	  exhibition,	  the	  meanings	  of	  

professional	  clothing	  and	  the	  practices	  of	  dressing	  for	  work	  were	  interwoven	  in-‐between	  the	  

objects	  and	  substantive	  interpretation	  and	  education	  materials.	  There	  were	  large	  text	  panels	  

including	  illustrated	  time-‐lines	  of	  the	  history	  of	  women	  in	  the	  workplace,	  wall	  quotes	  from	  

fashion	  designers	  and	  the	  working	  women	  who	  donned	  their	  designs,	  images	  of	  working	  
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women	  depicted	  in	  print	  media,	  movie	  and	  television	  clips	  featuring	  iconic	  images	  of	  women	  at	  

work,	  dress	  for	  success	  guidebooks	  for	  visitors	  to	  examine	  in	  an	  accompanying	  reading	  room,	  

and	  opportunities	  for	  visitors	  to	  add	  their	  own	  professional	  dress	  stories	  in	  the	  exhibition	  visitor	  

logs.	  	  

The	  clothing	  on	  display	  in	  Suiting	  the	  Modern	  Woman	  was	  not	  mine,	  but	  I	  left	  a	  trace	  of	  

myself,	  of	  my	  clutter,	  in	  the	  exhibition.	  	  I	  did	  not	  reveal	  to	  visitors	  the	  seemingly	  insignificant	  

object	  of	  mine	  on	  display.	  	  I	  included	  a	  lavender	  paisley	  bowtie	  on	  the	  1980s	  power	  suit	  

ensemble	  in	  the	  exhibition.	  	  I	  found	  it	  in	  a	  clearance	  bin	  at	  a	  Casual	  Corner	  store	  in	  1982	  and	  I	  

wore	  it	  in	  sixth	  grade	  on	  the	  first	  day	  of	  school.	  	  It	  served	  as	  a	  prop	  to	  complete	  the	  ensemble	  

from	  the	  Texas	  Fashion	  Collection’s	  holdings.	  	  But,	  I	  was	  there.	  	  I	  was	  materialized	  in	  the	  

exhibition.	  	  

Alexandra	  Palmer	  (2008)	  suggests	  there	  are	  several	  approaches	  available	  for	  designing	  

fashion	  exhibitions,	  “[s]ome	  take	  a	  social	  history	  approach,	  others	  a	  fine	  art	  model;	  some	  are	  

chronological,	  others	  thematic”	  (p.	  32).	  	  Suiting	  the	  Modern	  Woman	  was	  thematic,	  

chronological,	  artistic,	  and	  socially	  and	  culturally	  historic.	  	  It	  was	  the	  culmination	  of	  my	  costume	  

and	  museum	  internships	  and	  my	  museum	  education	  studies	  to	  that	  point,	  and	  it	  marked	  an	  

invitation	  for	  people	  to	  learn	  about	  clothing	  and	  themselves.	  	  I	  was	  starting	  to	  weave	  together	  

the	  relationship	  between	  what	  I	  curate	  and	  how	  I	  curate,	  but	  I	  did	  not	  know	  where	  my	  

curatorial	  stories	  would	  take	  me.	  	  “Yet	  it’s	  in	  these	  different	  story	  lines,	  ones	  that	  find	  few	  

satisfactory	  reflections,	  that	  veer	  off	  and	  wander,	  that	  tangle	  and	  twist	  and	  lead	  places	  you	  are	  



	  

15	  
	  

certain	  you	  do	  not	  want	  to	  go,	  that	  lead	  to	  generative	  openings	  and	  possibilities”	  (Kind,	  2006,	  p.	  

23,	  italics	  in	  original).	  	  

In	  2000,	  Walker	  asked	  me	  to	  return	  to	  the	  University	  of	  North	  Texas	  to	  serve	  as	  the	  

Acting	  Director	  of	  the	  Texas	  Fashion	  Collection	  while	  she	  was	  on	  leave	  for	  a	  year.	  	  During	  my	  

tenure	  as	  the	  acting	  director,	  I	  curated	  the	  exhibition,	  Haute	  Couture:	  The	  Great	  Paris	  Designers	  

for	  the	  Grace	  Museum	  in	  Abilene,	  Texas,	  where	  I	  had	  just	  completed	  a	  two	  year	  term	  as	  the	  

museum’s	  Curator	  of	  Education.	  The	  exhibition	  featured	  twenty-‐eight	  ensembles	  representing	  

the	  best	  couture	  examples	  of	  tailoring,	  dressmaking,	  and	  extraordinary	  fabric	  treatment	  from	  

the	  Texas	  Fashion	  Collection.	  	  The	  theme	  of	  the	  exhibition	  was	  selected	  collaboratively	  and	  

specifically	  to	  coincide	  with	  a	  French	  Impressionism	  painting	  exhibition	  at	  the	  museum.	  The	  

Haute	  Couture	  exhibition	  positioned	  fashion	  as	  a	  way	  of	  life	  provided	  for	  those	  patrons	  with	  the	  

money,	  leisure,	  and	  social	  life	  opportunities	  for	  couture	  clothing	  to	  be	  worn	  and	  appreciated	  as	  

art	  (Utz,	  2000a).	  	  

The	  clothing	  on	  display	  in	  Haute	  Couture	  was	  not	  mine,	  but	  again,	  I	  left	  a	  trace	  of	  myself,	  

of	  my	  clutter,	  in	  the	  exhibition.	  	  I	  did	  not	  reveal	  to	  visitors	  the	  costume	  jewelry	  earrings	  on	  the	  

mannequin	  wearing	  the	  1930s	  silk	  and	  velvet	  cocktail	  suit	  were	  mine.	  	  They	  served	  as	  props	  to	  

complete	  the	  ensembles	  from	  the	  Texas	  Fashion	  Collection’s	  holdings.	  But,	  I	  was	  there.	  	  I	  was	  

materialized	  in	  the	  exhibition.	  	  

The	  narrative,	  or	  story	  lines	  I	  offered	  visitors	  traced	  the	  history	  of	  eighteen	  French	  

designers	  or	  couturiers	  represented	  in	  the	  exhibition,	  but	  not	  the	  narratives	  of	  the	  actual	  
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women	  who	  purchased,	  embodied,	  or	  donated	  the	  clothing	  to	  the	  collection.	  The	  exhibition	  

was	  most	  of	  all	  aesthetically	  beautiful,	  sumptuous,	  and	  lavish.	  	  Unlike	  Suiting	  the	  Modern	  

Woman	  where	  the	  exhibition	  was	  saturated	  in	  interpretive	  components,	  Haute	  Couture	  offered	  

minimal	  ways	  for	  visitors	  to	  chart	  routes	  to	  locate	  meanings	  in	  the	  gallery.	  	  I	  wrote	  an	  

accompanying	  exhibition	  catalogue	  (Utz,	  2000a)	  which	  served	  as	  a	  gallery	  guide	  to	  the	  

exhibition,	  but	  it	  offered	  only	  one	  way	  of	  knowing,	  my	  way,	  as	  the	  authoritative	  curator	  of	  the	  

exhibition.	  In	  that	  sense,	  I	  failed	  to	  open	  the	  exhibition	  up	  to	  visitor	  narratives	  and	  knowing.	  	  	  
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Chapter	  1	  

Living	  the	  Curriculum	  	  

	  

The	  writing	  of	  the	  dissertation	  has	  taken	  me	  a	  long	  time	  to	  complete.	  	  As	  Sinner,	  Leggo,	  

Irwin,	  Gouzouasis,	  and	  Grauer	  (2006)	  relay,	  “[a]rts-‐based	  research	  is	  a	  process	  that	  takes	  time”	  

(p.	  1255).	  	  I	  have	  started	  and	  stopped,	  worked,	  re-‐worked,	  turned,	  and	  re-‐turned	  many	  times	  

over	  the	  last	  three	  years	  to	  trace	  the	  curatorial	  turnings	  of	  my	  living	  inquiry.	  Along	  the	  way,	  I	  

have	  presented	  the	  work	  in	  progress	  at	  professional	  conferences	  as	  well	  as	  in	  invited	  lectures,	  

and	  I	  have	  published	  interactions	  and	  imaginings	  with	  the	  writing	  in	  journal	  articles.	  While	  the	  

work	  included	  a	  very	  public	  exhibition	  in	  2012,	  it	  has	  also	  included	  many	  private	  and	  painful	  

experiences	  and	  attempts	  to	  articulate	  the	  massive	  clutter	  in	  my	  life	  and	  in	  my	  research.	  The	  

writing	  does	  not	  always	  come	  easily.	  	  I	  resist	  the	  writing	  of	  my	  becoming.	  	  I	  struggle	  with	  what	  

to	  reveal,	  what	  to	  release,	  and	  what	  to	  keep.	  	  At	  its	  center,	  this	  inquiry	  forces	  me	  to	  invite	  

curricular	  conversations	  that	  attune	  to	  the	  curriculum	  I	  curate	  and	  the	  curriculum	  I	  live.	  	  

	  

Curriculum	  Considerations	  for	  Curating	  

Curriculum	  derives	  from	  the	  Latin	  currere;	  to	  run,	  to	  run	  a	  course.	  	  “The	  course	  most	  

broadly	  is	  our	  lives,	  in	  schools	  and	  out,	  and	  the	  running	  is	  our	  experience	  of	  our	  lives”	  (Pinar	  &	  

Grumet,	  1976,	  p.	  18).	  	  Therefore	  currere	  is	  not	  fixed,	  it	  is	  in	  motion,	  and	  it	  is	  lived.	  Brandes	  and	  

Fels	  (2006)	  ask,	  “What	  is	  curriculum,	  how	  do	  we	  engage	  in	  it,	  how	  do	  we	  invite	  our	  students	  to	  
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enter	  into	  curricular	  conversation	  with	  teachers,	  and	  whose	  curriculum	  is	  it	  anyway?”	  	  

(paragraph	  3).	  	  This	  leads	  me	  to	  question	  what	  is	  the	  curriculum	  we	  plan	  as	  curators,	  the	  

curriculum	  we	  live	  as	  curators,	  the	  curriculum	  we	  plan	  as	  educators,	  and	  the	  curriculum	  we	  live	  

as	  educators?	  	  If	  curriculum	  is	  what	  we	  teach	  and	  pedagogy	  is	  how	  we	  teach,	  what	  do	  

curriculum	  and	  pedagogy	  hold	  for	  curating?	  	  What	  are	  the	  implications	  for	  our	  teaching	  if	  we	  

invite	  others	  to	  act	  as	  curators	  and	  to	  participate	  in	  creating	  curriculum	  (D’Acquisto,	  2006;	  

Branson,	  2011;	  Toth,	  2011)?	  	  In	  other	  words,	  what	  could	  the	  performative	  act	  of	  curating	  mean	  

for	  the	  field	  of	  art	  education?	  	  Grumet	  (1981)	  asserts,	  “[c]urriculum	  is	  the	  collective	  story	  we	  

tell	  our	  children	  about	  our	  past,	  our	  present	  and	  our	  future”	  (p.	  115).	  How	  might	  curators	  call	  

forth	  curriculums	  that	  could	  evolve	  and	  enfold	  these	  stories	  for	  visitors?	  	  How	  might	  curator	  

stories	  become	  a	  way	  of	  knowing?	  This	  requires	  that	  we	  become	  aware,	  seek	  connectedness,	  

and	  live	  in	  the	  moment.	  	  What	  does	  it	  mean	  to	  live	  our	  curriculum	  (Aoki,	  2005)?	  	  In	  living	  the	  

curriculum,	  the	  curating	  becomes	  a	  performative	  act,	  an	  action	  as	  a	  way	  of	  knowing.	  Ted	  Aoki	  

suggests	  living	  our	  curriculum	  points	  towards	  penetrating	  inquiry,	  where	  praxis	  is	  done	  

reflectively	  (Pinar	  &	  Irwin,	  2005).	  	  It	  is	  in	  these	  reflective	  moments,	  we	  might	  take	  the	  turns.	  	  As	  

Aoki	  writes	  “[i]t	  is	  within	  this	  critical	  turn,	  a	  precious	  moment	  in	  praxis	  that	  there	  exists	  

possibilities	  for	  empowerment	  that	  can	  nourish	  transformation	  of	  the	  self	  and	  the	  curriculum	  

reality”	  (Pinar	  &	  Irwin,	  2005,	  p.	  4).	  Aoki	  invites	  educators	  to	  envision	  curriculum	  as	  a	  plan,	  a	  

plan	  in	  use—	  “We	  must	  turn	  to	  make	  sense	  afresh	  of	  competence	  in	  teaching”	  (Pinar	  &	  Irwin,	  

2005,	  p.	  7).	  	  In	  order	  to	  understand	  curriculum	  instruction,	  Aoki	  (2005)	  says,	  “I	  twisted	  it,	  I	  
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turned	  it	  upside	  down.”	  (p.	  37).	  If	  we	  dissolve	  beginnings	  and	  endings,	  and	  dwell	  in	  middle	  

spaces,	  in-‐between	  spaces,	  reflective	  moments	  of	  praxis	  will	  emerge	  and	  shift.	  	  

Curriculum	  is	  an	  autobiographical	  act,	  where	  educators	  bring	  their	  histories	  and	  values	  

to	  their	  teaching	  and	  pass	  that	  along	  to	  their	  students.	  	  There	  are	  layered	  paths	  to	  unpacking	  

my	  autobiography	  acts	  as	  a	  curator,	  artist,	  researcher,	  and	  teacher,	  that	  I	  pass	  along	  to	  visitors	  

and	  now	  to	  the	  reader.	  	  For	  too	  long,	  I	  have	  left	  these	  histories	  undone	  and	  unpacked.	  

Turning	  to	  My	  Bag	  of	  Tricks	  

I	  recently	  taught	  an	  undergraduate	  topics	  course	  for	  pre-‐service	  art	  education	  students	  

and	  I	  instructed	  them	  to	  start	  collecting	  teaching	  materials	  for	  their	  future	  classrooms.	  I	  did	  not	  

recognize	  the	  reasons	  why	  I	  am	  so	  passionate	  about	  my	  students’	  need	  to	  amass	  a	  variety	  of	  

teaching	  resources,	  visual	  aids,	  art	  games,	  reproductions,	  and	  tools	  in	  order	  for	  them	  to	  

become	  prepared	  to	  be	  what	  I	  felt	  was	  a	  successful	  classroom	  teacher.	  Why	  was	  I	  certain	  that	  

my	  storage	  tubs	  of	  teaching	  resources	  enabled	  me	  to	  be	  a	  better	  teacher?	  I	  never	  stopped	  to	  

consider	  why	  collecting	  is	  so	  important	  to	  me	  to	  impart	  to	  my	  pre-‐service	  students.	  I	  did	  not	  

interrogate	  why	  I	  collect	  teaching	  items,	  why	  I	  have	  over	  thirty	  storage	  tubs	  of	  teaching	  

resources	  at	  my	  disposal,	  as	  my	  “bag	  of	  teaching	  tricks.”	  	  My	  need	  to	  require	  my	  students	  to	  

collect,	  to	  store,	  to	  curate	  their	  art	  teaching	  tools	  led	  me	  to	  ask	  the	  department	  chair	  to	  

allocate	  funds	  for	  me	  to	  purchase	  a	  13-‐gallon	  storage	  tub	  for	  each	  of	  my	  twenty-‐five	  students.	  

As	  I	  passed	  the	  tubs	  out	  to	  the	  students	  on	  the	  last	  day	  of	  class,	  I	  commanded,	  “Go	  forth	  and	  fill	  
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your	  tubs!”	  	  What	  does	  it	  mean	  for	  me	  to	  ask	  students	  to	  pack	  their	  teaching,	  curricula,	  and	  

pedagogies	  into	  their	  own	  plastic	  storage	  tubs.	  	  One	  of	  my	  students	  made	  a	  picture	  of	  me	  

pretending	  to	  balance	  a	  pile	  of	  storage	  tubs	  and	  gave	  it	  to	  me	  as	  I	  gave	  him	  a	  tub	  to	  fill.	  	  I	  now	  

realize	  I	  did	  not	  understand	  the	  meaning	  of	  my	  tubs	  until	  I	  began	  to	  unpack	  them	  and	  my	  

practice	  in	  this	  inquiry.	  Not	  only	  do	  I	  collect,	  but	  I	  also	  actually	  curate	  my	  tubs,	  in	  the	  process	  of	  

curating	  my	  life.	  The	  tubs	  became	  my	  syllabus,	  a	  curatorial	  syllabus	  where	  I	  might	  pick	  and	  

choose	  what	  I	  prioritize.	  What	  are	  the	  curricular	  implications	  of	  my	  teaching	  tubs?	  How	  would	  I	  

approach	  teaching	  without	  my	  tubs?	  How	  might	  I	  unpack	  the	  collecting	  and	  curating	  of	  my	  

teaching	  practices?	  These	  questions	  require	  that	  I	  trouble	  the	  concept	  of	  packing	  and	  

unpacking	  in	  my	  lived	  experience.	  	  

Packing	  &	  Unpacking	  the	  Clutter	  

Packing	  is	  a	  difficult	  word	  for	  me	  as	  I	  remember	  all	  of	  the	  times	  my	  family	  packed	  to	  

move	  for	  my	  father’s	  job.	  While	  we	  took	  the	  same	  belongings	  with	  us	  each	  time	  we	  moved,	  our	  

sense	  of	  belonging/belongings	  was	  often	  left	  in	  boxes.	  For	  me,	  unpacking	  literally	  conjures	  up	  

memories	  of	  moving,	  memories	  of	  moving	  boxes	  and	  their	  contents,	  and	  memories	  of	  the	  

objects,	  collections,	  and	  experiences,	  which	  are	  difficult	  for	  me	  to	  see,	  keep,	  and	  address	  in	  my	  

identity	  formation.	  	  I	  like	  to	  imagine	  filling	  my	  great-‐grandmother’s	  suitcase	  with	  treasures	  I	  

could	  not	  bear	  to	  lose.	  I	  am	  drawn	  to	  opportunities	  to	  unpack	  my	  relationship	  to	  and	  

understanding	  of	  the	  things	  I	  pack	  in	  my	  identity,	  curating,	  and	  teaching.	  In	  this	  inquiry,	  
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unpacking	  allows	  for	  deep	  reflection,	  interrogation,	  and	  interpretation.	  Unpacking	  my	  identity	  

requires	  me	  to	  identify	  the	  roots	  and	  routes	  in	  the	  mapping	  of	  my	  curator,	  artist,	  researcher,	  

and	  teacher	  self	  and	  my	  relationship	  to	  collecting	  and	  curating.	  I	  have	  to	  become	  vulnerable	  

enough	  to	  unpack	  the	  reasons	  for	  my	  curating.	  There	  is	  so	  much	  clutter	  to	  sift	  through.	  As	  I	  

unpack	  my	  curatorial	  knowing,	  I	  look	  backwards	  before	  I	  look	  forwards,	  I	  begin	  to	  deal	  with	  the	  

clutter,	  the	  messiness,	  and	  the	  obsessive	  collecting	  that	  shaped	  my	  curator	  beginnings	  and	  the	  

ways	  I	  select	  and	  discard	  materials	  in	  my	  teaching.	  

Flood,	  Grauer,	  Irwin,	  and	  Zimmerman	  (2004)	  note	  the	  public	  interest	  in	  the	  television	  

program	  Antiques	  Roadshow	  and	  suggest	  the	  interest	  in	  the	  show	  stems	  from	  the	  opportunity	  

for	  owners	  to	  learn	  about	  their	  objects	  through	  critical	  processes	  (p.	  15).	  The	  dark	  side	  of	  the	  

collector’s	  impulse	  can	  be	  seen	  in	  programs	  such	  as	  Hoarders	  and	  Hoarding:	  Buried	  Alive	  and	  

why	  viewers	  tune-‐in	  to	  watch	  collectors	  struggle	  with	  the	  psychological	  routes	  of	  their	  need	  to	  

accumulate	  objects	  and	  collections	  of	  seemingly	  worthless	  items.	  According	  to	  the	  Mayo	  Clinic	  

(2011)	  a	  hoard	  is	  a	  store	  or	  a	  treasure,	  a	  stock,	  or	  a	  quantity	  of	  anything	  hidden	  or	  kept	  in	  

reserve,	  a	  treasure,	  while	  hoarding,	  also	  called	  compulsive	  hoarding	  and	  compulsive	  hoarding	  

syndrome,	  is	  an	  obsessive	  collection	  of	  items,	  and	  the	  inability	  to	  discard	  them.	  	  

Husband	  and	  wife	  artists,	  Hillerbrand	  +	  Magsamen	  (www.hillerbrandmagsamen.com,	  

2016)	  push	  their	  family’s	  massive	  collection	  of	  possessions	  to	  the	  breaking	  point	  in	  their	  

collaborative	  work,	  Stuffed,	  a	  performative	  piece	  based	  on	  walling	  themselves	  into	  their	  

suburban	  home	  with	  their	  physical	  hoards	  of	  stuff.	  	  They	  actually	  experienced	  being	  trapped	  
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inside	  their	  home,	  buried	  by	  the	  objects	  they	  collect.	  Their	  family	  becomes	  the	  subject,	  and	  

their	  home	  becomes	  the	  canvas	  in	  their	  work.	  	  The	  artists	  photographed	  the	  rooms	  of	  their	  

house	  piled	  from	  floor	  to	  ceiling	  and	  then	  had	  the	  photographs	  printed	  on	  50”	  x	  60”	  polar	  

fleece	  blankets	  at	  their	  local	  Walmart	  store,	  ironically,	  the	  source	  of	  so	  many	  of	  their	  

possessions.	  	  In	  Stuffed,	  the	  artists	  hang	  the	  printed	  blankets	  on	  the	  gallery	  walls	  on	  curtain	  

rods,	  each	  depicting	  a	  different	  room	  of	  their	  home	  to	  render	  hoarding	  in	  provocative	  ways.	  	  

The	  artists	  offer	  viewers	  their	  quilts	  or	  tapestries	  of	  modern	  living	  and	  trouble	  the	  idea	  of	  

home,	  family,	  and	  belongings.	  	  Interestingly,	  these	  tapestries	  take	  up	  very	  little	  space	  to	  convey	  

big	  questions	  about	  our	  need	  to	  hold	  onto	  objects.	  Like	  Hillerbrand	  +	  Magsamen,	  I	  was	  

searching	  for	  ways	  to	  creatively	  render	  what	  my	  possessions	  mean	  to	  me.	  

My	  inquiry	  looks	  at	  the	  cultural	  understandings	  of	  collections	  as	  treasures	  to	  be	  

protected	  and	  cared	  for	  and	  collections	  in	  need	  of	  being	  released.	  I	  continue	  to	  question	  why	  I	  

hoard	  objects,	  collections,	  and	  experiences	  and	  I	  question	  how	  objects	  can	  function	  and	  

dysfunction	  in	  my	  identity	  construction.	  I	  ask	  myself	  whether	  my	  teaching	  tubs	  were	  mere	  

houses	  for	  my	  hoards	  of	  material	  for	  my	  curricula	  and	  pedagogies.	  My	  autobiographical	  inquiry	  

allows	  for	  the	  tracing	  of	  my	  relationship	  to	  objects	  and	  collections,	  along	  with	  why	  I	  curate	  as	  

an	  artist,	  researcher,	  and	  teacher.	  	  Any	  time	  I	  allow	  myself	  to	  really	  think	  about	  the	  clutter,	  I	  

shut	  down.	  	  I	  don’t	  want	  to	  think	  about	  what	  is	  keeping	  me	  from	  removing	  the	  clutter	  of	  my	  

living.	  And	  yet,	  the	  clutter	  is	  at	  the	  very	  heart	  of	  how	  I	  got	  here.	  I	  inherited	  the	  clutter	  from	  the	  

women	  in	  my	  family.	  	  I	  look	  at	  a	  pile	  of	  damaged	  linens	  stored	  in	  our	  family	  trunk	  and	  worry	  will	  
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I	  ever	  dig	  my	  way	  out	  of	  my	  material.	  Kind	  (2006)	  asks,	  “One	  can	  never	  know	  how	  long	  and	  

difficult	  a	  journey	  may	  be	  on	  starting	  out.	  	  Yet	  it	  was	  exactly	  this	  difficulty	  that	  made	  this	  work	  

possible”	  (p.	  32).	  	  Curating	  made	  it	  possible	  for	  me	  to	  move	  forward.	  	  

Curating	  as	  a	  Curative	  Practice	  

I	  think	  my	  need	  to	  create	  order	  out	  of	  clutter	  led	  me	  to	  museum	  curatorial	  work.	  I	  

remember	  being	  drawn	  to	  clean	  and	  sterile	  museum	  spaces	  with	  their	  polished	  terrazzo	  floors,	  

freshly	  painted	  pedestals,	  and	  shiny	  stanchions	  that	  kept	  visitors	  from	  touching	  precious	  

objects.	  In	  a	  museum,	  every	  object	  in	  the	  collection	  has	  a	  proper	  storage	  location,	  a	  catalogue	  

number,	  and	  records	  documenting	  the	  provenance.	  Museum	  spaces	  were	  not	  only	  curatorial	  

spaces	  to	  teach	  and	  learn	  from	  objects,	  they	  were	  curative	  spaces,	  free	  of	  clutter	  for	  me	  

professionally	  and	  privately.	  I	  came	  to	  better	  understand	  myself	  and	  my	  relationship	  to	  objects	  

and	  collecting	  working	  in	  museum	  spaces.	  When	  I	  became	  a	  mother,	  I	  was	  no	  longer	  curating	  in	  

a	  museum;	  rather,	  I	  was	  curating	  my	  pregnancy,	  birthing	  experience,	  and	  caring	  for	  my	  special	  

needs	  daughter.	  	  Kind	  (2006)	  characterizes	  her	  son	  Nathanial’s	  birthing	  story	  in	  the	  following	  

reflection:	  

His	  birth	  in	  many	  ways	  was	  the	  beginning	  of	  my	  life.	  	  Through	  him	  I	  learned	  to	  see	  and	  
attend	  to	  things	  so	  easily	  overlooked.	  	  I	  learned	  (and	  am	  still	  learning)	  to	  wait	  for	  things	  
to	  grow	  and	  change	  in	  their	  own	  time	  and	  to	  keep	  a	  different	  pace.	  (p.	  29)	  
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Reading	  Kind’s	  account	  of	  living	  in	  the	  tensions	  in/between	  time,	  in/between	  the	  known	  and	  

unknown	  allowed	  me	  to	  begin	  to	  write	  the	  story	  of	  my	  life	  before	  and	  my	  life	  after.	  It	  is	  hard	  to	  

even	  remember	  my	  first	  year	  to	  teach	  art	  or	  remember	  the	  clothes	  I	  first	  wore	  to	  teach	  art.	  	  	  	  

Once	  I	  became	  a	  mother	  my	  life	  seemed	  to	  be	  missing,	  just	  like	  the	  green	  dress	  I	  was	  wearing.	  	  I	  

don’t	  know	  what	  happened	  to	  it	  or	  to	  me.	  

Listening	  for	  an	  Inner	  Call	  

Twelve	  years	  later,	  I	  find	  myself	  at	  a	  crossroads,	  an	  intersection	  in	  my	  lived	  experience	  

and	  my	  lived	  curriculum.	  I	  find	  myself	  located	  between	  my	  curating,	  art	  making,	  researching,	  

and	  teaching	  as	  well	  as	  my	  daughter’s	  extreme	  prematurity.	  I	  recognize	  myself,	  stitched	  

between	  the	  similarities	  located	  in	  Kind’s	  (2006)	  work	  as	  I	  consider	  themes	  of	  collecting	  and	  

curating	  as	  the	  parent	  of	  a	  special	  needs	  child	  myself,	  and	  what	  it	  might	  mean	  to	  my	  curating,	  

art	  making,	  research,	  and	  teaching.	  I	  collect.	  I	  pack	  my	  collections	  in	  storage	  tubs,	  and	  I	  curate	  

my	  autobiography	  through	  my	  collections.	  This	  research	  calls	  to	  me,	  it	  awakes	  in	  me	  something	  

packed	  away	  for	  some	  time.	  I	  am	  yearning	  to	  hear	  the	  call,	  to	  return	  to	  curating.	  	  Parker	  Palmer	  

(1998)	  describes	  teaching	  as	  an	  inner	  calling,	  and	  in	  this	  work,	  I	  hear	  an	  inner	  calling	  to	  curating,	  

to	  allowing	  for	  the	  unknown	  and	  uncertainty.	  
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Allowing	  for	  Uncertainty	  

In	  the	  early	  1990s,	  when	  I	  was	  preparing	  to	  enter	  the	  museum	  education	  profession,	  I	  

remember	  being	  frustrated	  reading	  the	  Eisner	  and	  Dobbs	  (1986)	  report	  of	  how	  art	  museum	  

education	  was	  an	  “uncertain	  profession”	  (p.	  1).	  	  Their	  conclusions	  made	  me	  anxious.	  I	  came	  to	  

the	  profession	  having	  earned	  a	  degree	  in	  art	  history,	  fulfilled	  a	  museums	  studies	  program,	  

achieved	  a	  master’s	  degree	  in	  art	  education,	  completed	  five	  museum	  internships,	  and	  gained	  a	  

certificate	  in	  art	  museum	  education.	  	  I	  attended	  national	  and	  state	  museum	  and	  art	  education	  

conferences	  and	  was	  a	  member	  of	  their	  museum	  education	  divisions.	  	  I	  felt	  confident	  in	  my	  

preparation,	  certain	  I	  knew	  how	  to	  be	  a	  curator	  and	  museum	  educator.	  	  I	  realize	  now,	  many	  

years	  later,	  despite	  the	  fact	  I	  have	  worked	  in	  different	  museums,	  curated	  more	  than	  fifty	  

museum	  exhibitions,	  planned	  and	  led	  over	  250	  public	  museum	  programs,	  earned	  an	  art	  

education	  teaching	  certificate,	  and	  taught	  in	  public	  schools	  and	  in	  higher	  education,	  I	  am	  in	  fact	  

not	  as	  certain	  as	  I	  once	  thought.	  

As	  a	  student	  preparing	  to	  become	  a	  museum	  curator	  of	  education,	  I	  interpreted	  Eisner	  

and	  Dobbs’	  uncertainty	  as	  a	  criticism.	  	  One	  of	  the	  reasons	  Eisner	  and	  Dobbs	  (1986)	  cited	  the	  

uncertainty	  of	  museum	  education	  was	  its	  lack	  of	  “sufficient	  intellectual	  base	  and	  theoretical	  

foundation”	  (p.	  29).	  	  In	  contrast,	  Rolling’s	  (2004)	  self-‐study	  embraces	  uncertainty	  within	  his	  

attempts	  to	  “figure	  himself	  out”	  as	  a	  son,	  student,	  artist,	  writer,	  teacher,	  and	  black	  man	  (p.	  46)	  

as	  he	  searches	  for	  his	  identity	  formations.	  	  In	  Rolling’s	  (2004)	  inquiry,	  I	  found	  the	  word	  

uncertainty	  did	  not	  seem	  like	  a	  criticism,	  but	  rather,	  an	  opportunity	  to	  be	  critical,	  use	  and	  be	  
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used	  by	  theory,	  all	  the	  while	  residing	  in	  the	  tensions	  between	  what	  is	  certain	  and	  what	  is	  

uncertain	  in	  our	  identities.	  	  I	  wondered	  what	  this	  might	  mean	  to	  me	  as	  a	  

curator/artist/researcher/teacher.	  	  Kind	  (2006)	  assures	  readers	  of	  her	  dissertation,	  “[t]here	  will	  

be	  no	  answers.	  	  Just	  the	  journey	  and	  the	  invitation	  to	  find	  yourself	  implicated	  along	  the	  way”	  

(p.	  41).	  How	  might	  I	  find	  myself	  along	  the	  way,	  full	  of	  uncertainties	  as	  a	  daughter,	  mother,	  

curator,	  artist,	  researcher,	  and	  teacher,	  while	  rendering	  and	  curating	  those	  uncertainties,	  

opening	  them	  up	  for	  scrutiny?	  	  Moreover,	  how	  might	  my	  autobiography	  allow	  me	  to	  think	  

differently	  about	  my	  curricula	  and	  pedagogical	  priorities?	  	  	  

Ironside	  (2003)	  suggests	  narrative	  pedagogy	  invites	  teachers	  and	  students	  to	  “create	  

places	  for	  and	  preserve	  thinking	  together	  in	  ways	  that	  explore	  what	  is	  known,	  unknown,	  and	  

taken	  for	  granted”	  (p.	  513),	  where	  uncertainty	  and	  fallibility	  help	  teachers	  and	  students	  to	  see,	  

think,	  and	  learn	  in	  different	  ways.	  	  Much	  of	  my	  former	  curator	  life,	  known	  and	  unknown	  has	  

been	  taken	  for	  granted	  up	  to	  this	  point.	  	  This	  research	  is	  designed	  to	  help	  readers	  see,	  think,	  

and	  learn	  in	  different	  ways.	  

	  

Asking	  the	  Questions	  

My	  inquiry	  questions	  then	  become	  how	  might	  curator	  as	  artist/researcher/teacher	  be	  

unpacked,	  undone,	  and	  rendered	  through	  a/r/tographic	  inquiry?	  	  What	  might	  autobiographical	  

curating	  mean	  for	  curriculum	  and	  pedagogy	  in	  art	  education?	  	  This	  dissertation	  catalogue	  is	  a	  

mapping	  within	  and	  in-‐between	  these	  questions	  along	  the	  research	  journey.	  



27	  

Chapter	  2	  

On	  Turning	  

Curate	  derives	  from	  the	  Latin	  curare—to	  care,	  to	  nurture,	  to	  guard,	  or	  to	  protect.	  	  A	  

curator	  is	  one	  who	  has	  the	  care	  or	  superintendence	  of	  anything,	  such	  as	  a	  collection,	  museum,	  

or	  library.	  	  Szántó	  (2007)	  adds,	  “to	  curate,	  above	  all,	  is	  to	  be	  curious	  and	  inquisitive”	  (p.	  69).	  	  

This	  inquiry	  maps	  questions	  of	  my	  performativity	  as	  curator	  which	  takes	  several	  forms.	  Rand	  

and	  Kouris	  (2007)	  provide	  a	  list	  of	  curator	  job	  descriptions	  including	  “administrator,	  auteur,	  

bricoleur,	  broker,	  cartographer,	  catalyst,	  and	  cultural	  nomad”	  (p.	  18).	  Curating	  is	  characterized	  

by	  the	  processes	  of	  selecting,	  organizing,	  and	  protecting	  the	  items	  in	  a	  collection	  or	  exhibition.	  	  

Nevertheless,	  as	  O’Neil	  and	  Wilson	  (2010)	  assert	  curating	  is	  not	  simply	  the	  administrative,	  

managerial,	  and	  procedural	  in	  mode,	  but	  also,	  processual,	  and	  non-‐linear.	  Moreover,	  Verwoert	  

(2010)	  suggests:	  

To	  curate	  means	  to	  talk	  things	  into	  being,	  not	  just	  exhibitions	  or	  events	  but	  the	  very	  
social	  relations	  out	  of	  which	  such	  manifestations	  emerge,	  through	  the	  effort	  of	  creating	  
and	  sustaining	  communication	  between	  the	  parties	  involved	  (the	  artists,	  the	  staff	  and	  
board	  of	  the	  host	  institution,	  donors	  and	  sponsors,	  the	  press,	  members	  of	  the	  audience,	  
etc.).	  (p.	  24)	  

This	  research	  inquiry	  is	  an	  attempt	  to	  visually	  render	  the	  talking	  into	  being	  of	  the	  curating.	  

Recently,	  there	  has	  been	  a	  shift	  in	  curator	  identity	  in	  the	  museum	  field	  (Farquharson,	  2003;	  
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O’Neil,	  2007;	  Rogoff,	  2008;	  Tischler	  &	  Tannert,	  2004)	  where	  the	  role	  of	  the	  curator	  is	  a	  site	  for	  

dialogue,	  discourse,	  and	  critique.	  	  Obrist	  (2011a)	  credits	  Bruce	  Altshuler	  for	  the	  “rise	  of	  the	  

curator	  as	  creator”	  (Obrist,	  2011a,	  p.	  8)	  while	  O’Neil	  (2007)	  acknowledges	  Jonathan	  Watkins	  for	  

introducing	  the	  idea	  of	  the	  “curator	  as	  an	  artist,”	  shaping	  exhibitions	  through	  the	  “manipulation	  

of	  the	  environment,	  the	  lighting,	  the	  labels,	  the	  placement	  of	  other	  works	  of	  art”	  (	  p.	  21).	  	  I	  

especially	  like	  the	  idea	  of	  a	  curator	  as	  an	  artist,	  because	  it	  echoes	  my	  research	  allowing	  for	  

curator,	  artist,	  researcher,	  and	  teacher	  identities	  to	  converge.	  	  I	  also	  appreciate	  the	  idea	  of	  

curator	  as	  artist,	  because	  up	  to	  this	  point	  in	  my	  career,	  I	  never	  named	  myself	  as	  artist	  before,	  

but	  rather	  as	  curator	  and	  museum	  educator	  who	  interpreted	  other	  artists’	  work.	  	  Curators	  

make	  art	  in	  the	  decision-‐making,	  the	  selecting,	  of	  what	  to	  keep	  and	  what	  to	  discard	  in	  

exhibitions.	  	  But	  this	  shift	  in	  curator	  identity	  is	  more	  than	  recognizing	  the	  roles	  curators	  play	  in	  

creating	  exhibitions,	  the	  focus	  now	  includes	  asking	  why	  and	  how	  they	  make	  their	  art	  decisions	  

and	  how	  it	  re-‐defines	  curatorial	  research	  (Greenberg,	  Ferguson,	  &	  Nairne,	  1996;	  Rivett-‐Carnac,	  

2007).	  	  This	  dissertation	  as	  catalogue	  is	  a	  visualization	  of	  the	  why	  and	  how	  I	  made	  art	  decisions	  

within	  the	  curating	  of	  the	  inquiry	  as	  a	  pedagogical	  offering.	  	  While	  Charlesworth	  (2006)	  worries	  

this	  shift	  to	  curating	  curator	  doubt	  may	  lead	  to	  “a	  narcissistic	  display	  of	  uncertain	  ‘me,	  me,	  me’”	  

(p.	  294),	  it	  is	  worth	  considering	  the	  function	  of	  curating,	  while	  asking	  Who	  are	  we	  curating	  this	  

self-‐reflexivity	  for,	  and	  on	  whose	  terms?	  	  And	  moreover,	  it	  is	  worth	  considering	  the	  turning.	  	  

Like	  Cann	  (2012),	  as	  both	  a	  curator	  and	  an	  educator,	  I	  mark	  the	  ways	  the	  turns	  converge	  and	  

conflict	  my	  curator	  identity.	  
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Activating	  the	  Turn	  

This	  inquiry	  is	  a	  re-‐definition	  of	  curatorial	  research,	  a	  visualization	  of	  a	  shift	  in	  curator	  

identity,	  in	  my	  curator	  identity,	  and	  an	  invitation	  to	  turn.	  	  “In	  a	  turn,	  we	  turn	  away	  from	  

something	  or	  towards	  or	  around	  something	  and	  it	  is	  we	  who	  are	  in	  movement,	  rather	  than	  it.	  	  

Something	  in	  us	  is	  activated,	  perhaps	  even	  actualized,	  as	  we	  turn”	  (Rogoff,	  2010,	  p.42).	  	  As	  I	  

offer	  my	  own	  curatorial	  turnings	  from	  past	  experiences,	  towards	  future	  thinking,	  I	  am	  

actualized	  to	  think	  about	  curating	  differently.	  In	  curating	  the	  pedagogical	  turn	  of	  the	  Dress	  

Stories	  exhibition,	  I	  brought	  together	  many	  shared	  things	  to	  mark	  the	  turning.	  Rogoff	  (2010)	  

adds,	  “education	  becomes	  the	  site	  of	  odd	  and	  unexpected	  comings	  together	  –	  shared	  

curiosities,	  shared	  subjectivities,	  shared	  sufferings,	  shared	  passions	  congregate	  around	  the	  

promise	  of	  a	  subject,	  of	  an	  insight,	  of	  a	  creative	  possibility”	  (p.	  39).	  	  These	  coming	  togethers	  

point	  towards	  what	  Nadine	  Kalin	  (2014)	  calls	  the	  interdisciplinary	  performance	  of	  subjectivities,	  

subjectivities	  that	  are	  blurred	  and	  contiguous.	  	  In	  order	  to	  trouble	  my	  subjectivities	  as	  a	  curator,	  

artist,	  researcher,	  and	  teacher,	  I	  began	  to	  disrupt	  my	  ways	  of	  knowing	  up	  to	  this	  point.	  	  Brenson	  

(1998)	  asserts	  “the	  era	  of	  the	  curator	  has	  begun”	  (p.	  16)	  and	  he	  challenges	  curators	  to	  disclose	  

the	  decisions	  and	  conditions	  in	  which	  they	  curate,	  the	  doubts,	  emotions,	  and	  intellectual	  

components	  that	  comprise	  the	  curatorial	  process.	  	  The	  shift	  in	  curator	  identity	  in	  the	  museum	  

field	  (O’Neil,	  2007;	  Rogoff,	  2008;	  Tischler	  &	  Tannert,	  2004)	  troubles	  curator	  as	  a	  site	  for	  

dialogue,	  discourse,	  and	  critique	  (Obrist,	  2011a,	  2011b,	  2011c;	  Rand	  &	  Kouris,	  2007;	  Rugg	  &	  

Sedwick,	  2007;	  Thea,	  2009;	  Thomas,	  2002;	  Townsend,	  2003).	  	  I	  am	  most	  interested	  in	  the	  
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curator	  discourses	  which	  offer	  reflections	  and	  articulations	  of	  curator	  vulnerabilities,	  spaces,	  

histories,	  displacements,	  articulations,	  and	  politics	  revealing	  their	  inner	  subjectivities	  and	  

outward	  performativity	  as	  curators	  (Rand	  &	  Kouris,	  2007;	  Rugg	  &	  Sedwick,	  2007;	  Thea,	  2009;	  

Thomas,	  2002;	  Townsend,	  2003).	  	  Thomas	  (2002)	  invites	  curators	  to	  share	  personal	  reflections	  

revealing	  their	  motivations,	  “idiosyncrasies,	  passions,	  intuition,	  energies,	  curiosity,	  childhood	  

experiences,	  heritage,	  education,	  and	  political,	  social,	  and	  spiritual	  beliefs”	  (p.	  x).	  	  It	  is	  these	  

dialogues	  that	  are	  most	  alluring	  to	  me	  as	  a	  curator,	  artist,	  researcher,	  and	  teacher	  seeking	  to	  

integrate	  curating	  through	  deep	  reflexivity	  and	  textual	  analysis.	  	  

My	  inquiry	  allows	  me	  to	  question	  my	  own	  curatorial	  ways	  of	  knowing	  and	  being	  and	  

focus	  on	  myself	  as	  a	  curator	  and	  not	  just	  the	  exhibitions	  I	  curate.	  	  Moreover,	  it	  allows	  me	  to	  

consider	  self-‐study	  as	  a	  means	  to	  understand	  curating’s	  implications	  for	  art	  education.	  Curating	  

is	  no	  longer	  confined	  to	  the	  museum	  realm,	  but	  is	  now	  a	  global	  construct.	  	  According	  to	  

Rosenbaum	  (2011),	  curating	  is	  about	  how	  people	  select,	  organize,	  present,	  and	  evaluate	  

content	  and	  excess	  to	  determine	  what	  is	  relevant—“Curation	  is	  going	  to	  change	  the	  way	  we	  

buy	  and	  sell	  things,	  the	  way	  we	  recommend	  and	  review	  things,	  and	  the	  way	  we	  mobilize	  groups	  

of	  like-‐minded	  individuals	  to	  share,	  gather,	  and	  purchase	  as	  a	  group”	  (p.	  4).	  	  We	  live	  in	  an	  

economy	  where	  rappers,	  DJs,	  and	  bloggers	  can	  articulate	  their	  practice	  and	  products	  as	  forms	  

of	  curating	  (Carmanica,	  2008	  &	  Schlatter,	  2010).	  	  Both	  museum	  visitors	  and	  classroom	  students	  

curate	  on	  their	  phones,	  tablets,	  and	  laptops.	  	  They	  navigate	  web	  browsers	  and	  social	  media,	  

accessing	  information	  and	  images	  and	  organizing	  content.	  	  In	  the	  21st	  century,	  everyone	  is	  a	  
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curator,	  so	  curators	  must	  ask	  What	  are	  the	  implications	  for	  curating	  and	  teaching	  when	  we	  

invite	  visitors	  and	  students	  to	  act	  as	  curators	  and	  to	  participate	  in	  curating	  their	  own	  curriculum	  

(Belloli	  &	  Godard,	  1994;	  Branson,	  2011;	  D’Acquisto,	  2006;	  Ruitenberg,	  2015;	  Toth,	  2011;)?	  	  It	  

requires	  curators	  to	  consider	  the	  nature	  of	  curating	  more	  deeply.	  

Concurrently,	  Claudia	  Ruitenberg	  (2015)	  recently	  called	  for	  discussions	  on	  the	  role	  of	  the	  

curator	  to	  reconsider	  the	  role	  of	  the	  educator	  in	  new	  ways.	  	  This	  is	  significant	  for	  me	  as	  I	  inquire	  

into	  my	  identity	  construction	  as	  curator,	  artist,	  researcher,	  and	  teacher.	  Curating	  informs	  my	  

tasks	  in	  each	  of	  these	  roles	  and	  allows	  me	  to	  think	  about	  the	  exhibition	  as	  an	  educational	  

encounter	  in	  different	  ways.	  	  Ruitenberg	  clarifies,	  “[t]he	  main	  difference	  between	  a	  curator	  and	  

a	  teacher	  (at	  least	  in	  the	  popular	  image	  of	  these	  roles)	  seems	  to	  be	  that	  a	  curator’s	  focus	  is	  on	  

setting	  the	  scene	  for	  the	  encounter	  between	  a	  work	  of	  art	  and	  a	  viewer”	  (p.	  230).	  	  In	  setting	  the	  

scene,	  curators	  invite	  visitors	  into	  becoming	  spaces.	  “Curating	  is	  a	  ‘becoming	  discourse’	  where	  

curators	  are	  willing	  themselves	  to	  be	  the	  key	  subject	  and	  product	  of	  this	  discourse”	  (O’Neill,	  

2007,	  p.	  26).	  	  In	  curating,	  as	  becoming	  discourse,	  curators	  can	  reveal	  how	  and	  why	  they	  set	  the	  

scene	  for	  visitor	  encounters	  (O’Neill,	  2004,	  2007,	  2011).	  This	  inquiry	  positions	  me	  as	  the	  key	  

subject	  and	  product	  of	  the	  discourse,	  which	  leaves	  me	  open	  and	  vulnerable	  to	  readers	  and	  

visitors	  as	  I	  declare	  myself	  in	  new	  ways.	  	  Brenson	  (1998)	  calls	  for	  curators	  to	  allow	  for	  

vulnerable	  spaces	  where	  they	  are	  able	  to	  declare	  themselves,	  to	  be	  self-‐conscious,	  open,	  and	  

transparent,	  to	  thoughtfully	  consider	  what	  they	  reveal	  and	  what	  they	  hide	  from	  viewers.	  In	  

these	  declarations,	  the	  work	  becomes	  pedagogical.	  I	  embrace	  the	  opportunities	  to	  make	  and	  
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reveal	  these	  curator	  choices.	  	  As	  Gude	  (2004)	  shares,	  “[p]ostmodern	  thought	  embraces	  the	  

heterogeneous,	  the	  local,	  and	  the	  specific.	  	  It	  affirms	  the	  choice-‐making	  capacity	  of	  individuals	  

who	  select	  from	  the	  past	  those	  things	  that	  will	  best	  serve	  them	  as	  starting	  points	  for	  today”	  (p.	  

13).	  Thinking	  of	  curating	  in	  postmodern	  ways	  is	  different	  from	  the	  historical	  understanding	  of	  

curare	  as	  merely	  caring	  for	  collections	  (Ruitenberg,	  2015).	  	  I	  find	  myself	  in	  a	  unique	  position,	  

because	  as	  a	  curator	  I	  have	  been	  extensively	  trained	  to	  care-‐for	  objects,	  but	  as	  a	  museum	  

educator	  and	  art	  educator,	  I	  am	  also	  compelled	  to	  consider	  curating	  more	  thoughtfully,	  and	  to	  

offer	  new	  routes	  to	  curating	  in	  museums	  and	  classrooms,	  where	  caring	  for	  objects	  can	  become	  

more	  meaningful.	  Ruitenberg	  (2015)	  notes	  the	  most	  important	  aspect	  of	  curating	  is	  to	  see	  the	  

possibilities	  for	  making	  connections,	  and	  that	  the	  connections	  are	  made	  possible	  through	  

critique	  and	  critical	  cuts,	  or	  decisions	  of	  what	  to	  include	  and	  what	  to	  exclude	  in	  the	  exhibition.	  I	  

am	  drawn	  to	  thinking	  about	  critical	  cuts,	  because	  this	  provokes	  me	  to	  think	  about	  cuts	  as	  

wounds	  or	  openings	  for	  new	  possibilities.	  	  It	  allows	  me	  to	  attune	  to	  the	  ways	  my	  critical	  cuts	  or	  

curatorial	  wounds	  and	  scars	  actually	  frame	  the	  inquiry	  and	  offer	  ways	  to	  render	  how	  the	  

exhibition	  came	  to	  be	  and	  continues	  to	  be	  even	  after	  the	  exhibition	  closed.	  For	  as	  Ruitenberg	  

declares,	  “[c]urating	  functions	  ‘parergonally,’	  being	  external	  to	  the	  work	  but	  framing	  and	  

affecting	  it”	  (p.	  236).	  	  Here,	  Ruitenberg	  uses	  parergon	  to	  refer	  to	  the	  criticality	  of	  the	  

interpretive	  framework	  of	  how	  an	  exhibition	  or	  how	  a	  curriculum	  comes	  to	  be.	  	  Curating	  

parergonally,	  for	  me,	  requires	  the	  mapping	  of	  the	  turns	  that	  led	  to	  the	  exhibition,	  the	  writing,	  

and	  the	  art	  making.	  Ruitenberg	  (2015)	  challenges	  educators	  “to	  model	  the	  selection,	  
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interpretation,	  and	  meaningful	  connection	  of	  knowledge	  and	  ideas	  from	  among	  the	  vast	  

amount	  of	  texts,	  images,	  and	  sounds”	  (p.	  240).	  	  When	  educators	  assume	  the	  role	  of	  curator	  in	  

their	  teaching,	  inviting	  students	  to	  also	  curate	  their	  learning,	  their	  connections,	  and	  their	  lived	  

experiences,	  they	  can	  dwell	  in	  transformative	  spaces	  of	  becoming.	  

	  

Spaces	  to	  Show	  and	  Tell	  

Storr	  (2006)	  asserts,	  “[s]howing	  is	  telling.	  	  Space	  is	  the	  medium	  in	  which	  ideas	  are	  

visually	  phrased”	  (p.	  23,	  italics	  in	  original).	  	  For	  me,	  gaps	  and	  spaces	  lead	  to	  introspection,	  self-‐

reflection,	  and	  personal	  renewal.	  I	  wonder	  how	  I	  might	  show,	  tell,	  and	  install	  myself	  as	  curator.	  

Blazwick	  (2006)	  cautions:	  

	  

To	  be	  relevant	  in	  the	  twenty-‐first	  century,	  the	  gallery	  must	  at	  once	  be	  a	  permeable	  web,	  
a	  black	  box,	  a	  white	  cube,	  a	  temple,	  a	  laboratory,	  a	  situation.	  	  It	  must	  take	  the	  form	  of	  a	  
creative	  partnership,	  between	  a	  curator	  and	  the	  producer,	  object,	  or	  idea	  of	  art.	  (p.	  132)	  
	  

	  

For	  the	  Dress	  Stories	  exhibition,	  I	  created	  a	  permeable	  web	  of	  threads	  on	  the	  gallery	  wall,	  a	  

closet	  of	  my	  hoards	  in	  the	  shape	  of	  a	  white	  cube	  (O’Doherty,	  1996,	  1999),	  a	  laboratory	  (see	  

Figure	  27)	  to	  experiment	  and	  render	  a/r/tographical	  curating,	  and	  an	  unplanned	  situation	  that	  

altered	  not	  only	  the	  objects,	  but	  also	  my	  ideas	  of	  art	  and	  my	  identity	  as	  a	  curator	  and	  producer.	  	  	  

Clandinin	  and	  Connelly	  (2000)	  describe	  a	  three-‐dimensional	  inquiry	  space	  where	  text	  looks	  

backward,	  forward,	  inward,	  and	  outward	  and	  situates	  meaning	  within	  contexts.	  	  Might	  this	  
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three-‐dimensional	  space	  be	  akin	  to	  the	  “thirdness”	  or	  “third	  world”	  of	  being	  in	  the	  borderlands	  

of	  knowing,	  of	  “re-‐thinking,	  re-‐living,	  and	  re-‐making?”	  (Irwin	  &	  de	  Cosson,	  2004,	  p.	  29).	  	  Curator	  

Matthew	  Higgs	  (2002)	  describes	  his	  practice	  as	  being,	  “interested	  in	  gaps,	  in	  the	  spaces	  and	  

situations	  that	  are	  neglected	  or	  overlooked	  for	  one	  reason	  or	  another”	  (p.	  17).	  Correspondingly,	  

Irwin	  and	  de	  Cosson	  (2004)	  suggest	  “[t]here	  are	  spaces	  between	  and	  spaces	  between	  the	  in-‐

between”	  (p.	  31).	  	  While	  Lee	  (2007)	  asserts,	  “[e]xhibition	  making	  is	  about	  constructing	  the	  in-‐

between	  space	  that	  carries	  the	  burden	  of	  the	  meaning	  of	  cultural	  difference	  in	  the	  present	  

tense…it	  is	  about	  creating	  a	  ‘Third	  Space’…where	  cultural	  signs	  are	  not	  fixed	  but	  can	  be	  

appropriated	  and	  reread”	  (p.	  111).	  	  As	  I	  envision	  opportunities	  to	  curate	  a	  third	  space	  in	  my	  

inquiry,	  I	  am	  drawn	  to	  a	  private	  space.	  	  In-‐between	  space	  and	  time,	  in-‐situ,	  site-‐specific	  art	  or	  

“situations”	  (Irwin	  &	  Springgay,	  2008,	  p.	  xxvi)	  shift	  traditional	  relationships	  and	  relational	  

encounters	  to	  critically	  examine	  and	  label	  the	  curator	  self.	  	  The	  labels	  for	  the	  Dress	  Stories	  

exhibition	  articulated	  the	  third	  space,	  inviting	  visitors	  in-‐between	  the	  objects	  and	  the	  stories	  of	  

becoming	  curator.	  

Labeling	  Ourselves	  

Labels	  take	  many	  forms	  in	  exhibitions	  offering	  levels	  of	  information	  from	  introduction	  

panels,	  thematic	  panels,	  interpretive	  panels	  and	  object	  labels.	  	  Some	  curators	  offer	  viewers	  

very	  little	  didactic	  information,	  while	  other	  curators	  load	  exhibitions	  with	  text	  designed	  to	  

educate	  visitors.	  	  Curators	  allow	  labels	  to	  speak	  for	  them,	  to	  articulate	  exhibitions,	  talking	  to	  
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the	  viewer	  and	  the	  art	  simultaneously	  (Schaffner,	  2006).	  	  There	  are	  right	  and	  wrong	  ways	  to	  

design	  effective	  labels	  (Greg,	  2010;	  Kelly,	  2009;	  Schaffner,	  2006;	  Serrell,	  1983,	  1996;	  Simon,	  

2010)	  requiring	  curators	  to	  consider	  a	  multitude	  of	  factors	  affecting	  the	  success	  of	  a	  label—	  

audience,	  sentences,	  paragraphs,	  punctuation,	  graphics,	  design,	  placement,	  language,	  and	  

engagement.	  	  Schaffner	  (2006)	  suggests,	  	  

	  

Labels	  speak	  for	  the	  curator,	  whose	  job	  it	  is	  to	  articulate	  the	  reason	  an	  exhibition.	  	  
When	  curators	  don’t	  use	  labels,	  or	  when	  the	  labels	  are	  badly	  written,	  it	  may	  indicate	  
that	  the	  show	  was	  only	  vaguely	  conceived	  from	  the	  start.	  (p.	  164)	  
	  
	  

While	  traditionally,	  art	  curators	  limited	  the	  amount	  of	  text	  to	  scholarly	  art	  history	  

interpretations	  and	  criticism,	  there	  has	  been	  a	  shift	  to	  offering	  more	  interactive	  labels	  in	  

museums	  (Coxall,	  1992;	  Ekarv,	  1994;	  Roberts,	  1997;	  Simon,	  2010).	  	  Greg	  (2010)	  states,	  	  

	  

Audiences	  now	  want	  to	  touch	  the	  art,	  to	  have	  conversations	  in	  the	  galleries,	  to	  make	  
their	  own	  work	  in	  response	  to	  what	  they	  see,	  to	  peer	  into	  the	  inner	  workings	  of	  a	  
museum,	  to	  converse	  with	  artists	  and	  challenge	  curators.	  (para.	  26)	  
	  
	  

These	  directives	  leave	  me	  thinking	  about	  ways	  that	  labels	  are	  shifting	  and	  being	  rendered	  to	  

allow	  viewers	  to	  unfold	  and	  trouble	  narratives	  for	  more	  meaningful	  readings.	  	  Still	  other	  

curators	  break	  traditional	  rules	  about	  label	  writing.	  Schaffner	  (2006)	  describes	  the	  labels	  

created	  by	  curators	  Harold	  Koda	  and	  Richard	  Martin	  at	  the	  Costume	  Institute	  of	  the	  

Metropolitan	  Museum	  of	  Art	  in	  New	  York,	  in	  which	  the	  labels	  played	  a	  significant	  role	  in	  
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creating	  sumptuous	  exhibitions:	  “Martin’s	  style	  of	  writing	  was	  erudite	  and	  expansive,	  full	  of	  his	  

own	  pleasure	  in	  knowledge,	  in	  words,	  and	  in	  the	  act	  of	  interpretation”	  (p.167).	  I	  remember	  

visiting	  the	  Costume	  Institute’s	  exhibition	  Bare	  Witness	  at	  the	  Metropolitan	  Museum	  of	  Art	  in	  

1996,	  and	  being	  struck	  by	  how	  beautiful	  and	  informative	  the	  didactics	  were	  throughout	  the	  

exhibition.	  Interestingly,	  Martin	  was	  a	  costume	  curator	  mentor	  to	  my	  mentor,	  Myra	  Walker,	  

and	  subsequently,	  installation	  design	  was	  of	  paramount	  importance	  in	  my	  own	  curatorial	  ways	  

of	  knowing.	  Years	  after	  this	  mentorship	  while	  working	  on	  this	  dissertation,	  I	  began	  to	  wonder	  

what	  a/r/tographical	  labeling	  could	  mean	  for	  curators.	  	  The	  word	  label	  itself	  can	  be	  a	  site	  for	  

interrogation	  and	  reflexivity.	  	  We	  label	  what	  it	  means	  to	  be	  a	  curator,	  artist,	  researcher,	  and	  

teacher.	  	  We	  label	  our	  questions.	  	  We	  label	  our	  practices.	  	  What	  could	  it	  mean	  to	  imagine	  the	  

ways	  we	  label	  and	  the	  ways	  we	  are	  able	  as	  curators?	  	  Might	  it	  be	  possible	  to	  label	  or	  l(able)	  

ourselves?	  How	  can	  labels	  become	  vulnerable	  openings	  into	  and	  along	  curator	  turns?	  	  	  

For	  the	  Dress	  Stories	  exhibition	  I	  decided,	  like	  Koda	  and	  Martin,	  to	  treat	  the	  didactics	  as	  

writerly	  text	  and	  “not	  just	  as	  a	  mode	  of	  description	  or	  information”	  where	  what	  was	  written	  on	  

the	  wall	  “can	  provoke	  a	  receptive	  and	  associative	  state	  of	  mind”	  (Schaffner,	  2006,	  p.	  167).	  	  

Large	  panels	  dedicated	  to	  each	  of	  the	  a/r/tgraphical	  renderings	  in	  my	  inquiry	  were	  placed	  

around	  the	  gallery	  walls	  revealing	  not	  only	  the	  particularities	  of	  the	  garments	  on	  display,	  but	  

also	  my	  personal	  narratives	  and	  interpretations.	  The	  text	  on	  each	  label	  overlapped	  the	  blurred	  

image	  of	  beautiful	  cut	  work	  stitched	  into	  my	  great-‐grandmother’s	  dress	  included	  in	  the	  

exhibition.	  The	  graphy	  and	  the	  imagery	  were	  another	  visualization	  in	  the	  inquiry.	  I	  also	  provided	  
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visitors	  with	  a	  gallery	  leaflet,	  called	  a	  zine,	  which	  included	  inexpensively	  photocopied	  images	  

and	  narratives	  to	  accompany	  each	  of	  the	  garments	  in	  the	  exhibition.	  Much	  of	  the	  text	  in	  the	  

exhibition	  was	  painful,	  provocative,	  and	  transparent.	  Verwoert	  (2011)	  asks	  what	  form	  might	  an	  

exhibition	  take	  “if	  it	  were	  to	  allow	  for	  the	  seams,	  ruptures	  and	  sutures,	  occurring	  in	  the	  process	  

of	  producing	  a	  collective	  manifestation,	  to	  become	  visible?”	  (p.	  25).	  What	  might	  this	  kind	  of	  

transparency	  mean	  to	  curating	  where	  seams	  and	  ruptures	  are	  stitched	  into	  the	  exhibition?	  	  

What	  could	  it	  mean	  to	  art	  education,	  to	  curriculum	  or	  pedagogy?	  	  The	  curatorial	  turn	  also	  

marks	  an	  educational	  turn	  in	  museums.	  As	  a	  museum	  educator,	  the	  educational	  turn	  offers	  me	  

space	  to	  critically	  consider	  how	  visitors	  to	  the	  Dress	  Stories	  exhibition	  might	  experience	  the	  

objects	  and	  the	  stories	  in	  more	  meaningful	  ways.	  	  

	  

Museum	  Education	  Turns	  

Museums	  began	  to	  shift	  their	  priorities	  over	  the	  last	  half	  century	  to	  emphasize	  

education	  and	  the	  needs	  of	  the	  visitor	  (American	  Association	  of	  Museums,	  1984;	  Berry	  &	  

Mayer,	  1989;	  Buffington,	  2007;	  Hein,	  1998;	  Hooper-‐Greenhill,	  1994b,	  2007;	  Newsom	  &	  Silver,	  

1978;	  Roberts,	  1997;	  Simon,	  2010;	  Villeneuve,	  2007;	  Zeller,	  1989).	  In	  1969,	  museum	  educators	  

formed	  the	  Museum	  Education	  Roundtable,	  following	  in	  1971	  with	  the	  American	  Association	  of	  

Museums	  creation	  of	  the	  President’s	  Committee	  in	  Education	  to	  provide	  a	  formal	  voice	  and	  

platform	  for	  museum	  education	  objectives	  (McLean,	  1999).	  	  The	  Tax	  Reform	  Act	  of	  1969	  

officially	  designated	  museums	  as	  educational	  institutions	  that	  not	  only	  exhibit	  but	  also	  teach	  
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(American	  Association	  of	  Museums,	  1984,	  p.	  55).	  	  Over	  the	  ensuing	  decades	  of	  the	  ‘70s	  and	  

‘80s,	  museum	  educators	  struggled	  to	  move	  their	  institutions	  beyond	  long-‐held	  aesthetic	  

missions	  to	  define	  their	  uncertain	  roles	  (Eisner	  &	  Dobbs,	  1986)	  in	  shaping	  learning	  and	  the	  

social	  context	  of	  museum	  experiences.	  	  Towards	  that	  aim,	  the	  National	  Art	  Education	  

Association	  established	  the	  Museum	  Education	  Division	  in	  1981	  to	  document	  and	  share	  their	  

practices	  within	  the	  field	  (Caston	  &	  Schneider,	  2007,	  p.	  14).	  	  As	  museums	  looked	  ahead	  to	  the	  

21st	  century,	  learning	  became	  imperative	  to	  the	  success	  of	  the	  growing	  museum	  movement	  

across	  America	  (American	  Association	  of	  Museums,	  1984).	  	  The	  publication	  of	  Museums	  for	  a	  

New	  Century	  (American	  Association	  of	  Museums,	  1984)	  served	  as	  a	  clarion	  call	  for	  the	  

“integration	  of	  education	  into	  all	  aspects	  of	  museum	  operations,	  as	  well	  as	  research	  into	  the	  

nature	  of	  museum	  learning”	  (Zeller,	  1989,	  p.	  80)	  and	  “by	  the	  1980s	  interpretation	  was	  an	  

accepted	  institutional	  function”	  (Roberts,	  1997,	  p.	  66).	  	  In	  1992,	  the	  American	  Association	  of	  

Museums	  Task	  Force	  on	  Museum	  Education	  published	  the	  report,	  Excellence	  and	  Equity:	  

Education	  and	  the	  Public	  Dimension	  of	  Museums	  (Hirzy,	  1992)	  offering	  ten	  guiding	  principles	  for	  

museum	  education	  and	  articulating	  the	  public	  service	  role	  of	  museums.	  	  The	  first	  principle	  

poignantly	  states,	  “[w]e	  assert	  that	  education	  is	  a	  primary	  responsibility	  of	  museums.	  	  The	  

commitment	  to	  serve	  the	  public	  must	  be	  clearly	  stated	  in	  every	  museum’s	  mission	  and	  central	  

to	  its	  activities”	  (Pittman,	  1992,	  p.	  79).	  	  Correspondingly,	  Archabal	  (1992)	  notes	  an	  inherent	  

difference	  between	  naming	  education	  as	  the	  primary	  responsibility	  of	  museums	  versus	  a	  

primary	  responsibility	  of	  museums	  (p.	  85)	  calling	  for	  museums	  to	  make	  major	  changes	  in	  their	  
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missions	  and	  mandates.	  	  I	  was	  committed	  to	  making	  major	  changes	  in	  the	  ways	  I	  curated	  the	  

Dress	  Stories	  exhibition.	  	  I	  envisioned	  the	  exhibition	  as	  curriculum	  as	  I	  began	  to	  dwell	  and	  

perform	  as	  curator,	  artist,	  researcher,	  and	  teacher.	  	  From	  the	  earliest	  stages	  of	  the	  planning,	  I	  

worked	  to	  allow	  spaces	  and	  opportunities	  for	  the	  visitor	  to	  make	  meaning	  as	  they	  experienced	  

the	  exhibition,	  making	  education	  the	  primary	  aim.	  	  But	  I	  also	  was	  also	  allowing	  spaces	  for	  me	  as	  

the	  curator	  to	  make	  meaning	  as	  I	  lived	  the	  curriculum.	  

	  

Do	  Museums	  Have	  Curriculum?	  

Questioning	  the	  “who”	  and	  the	  “what”	  of	  museum	  education	  led	  to	  discussions	  

challenging	  “do	  museums	  have	  curriculum?”	  (Beer,	  1992,	  p.	  209).	  	  In	  response,	  Beer	  suggests,	  

“[w]e	  might	  define	  museum	  curriculum,	  then,	  as	  the	  activities,	  objects,	  and	  organizational	  

processes	  and	  arrangements	  used	  by	  museum	  staff	  and	  intended	  for	  or	  experienced	  by	  

museum	  visitors	  for	  the	  purpose	  of	  fulfilling	  explicit	  or	  implicit	  educational	  goals”	  (p.	  213).	  	  Beer	  

(1992)	  adds	  “[t]he	  unique	  feature	  of	  museum	  curriculums	  is	  that	  they	  are	  curriculums	  of	  direct	  

experience,	  not	  of	  discourse”	  (p.	  214).	  	  In	  other	  words,	  museum	  curriculums	  are	  not	  merely	  the	  

discourse	  of	  curators	  or	  their	  institutions,	  but	  rather	  evolve	  from	  the	  direct	  experiences	  visitors	  

have	  looking	  at	  and	  experiencing	  objects.	  	  Museums	  can	  then	  listen	  for	  visitor	  discourses	  based	  

on	  their	  learning	  and	  involvement	  with	  what	  they	  see	  and	  experience.	  	  This	  attention	  to	  visitor	  

involvement	  in	  museums	  led	  to	  an	  emphasis	  on	  teaching	  “museum	  literacy”	  (Stapp,	  1992,	  p.	  

112)	  and	  “visual	  literacy”	  (Rice,	  1992,	  p.	  144)	  in	  museum	  education.	  	  Rice	  (1992)	  defined	  visual	  
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literacy	  as	  “making	  sense	  of	  art	  and	  being	  able	  to	  apply	  to	  daily	  life	  the	  learning	  and	  

experiences	  derived	  from	  original	  objects	  in	  the	  museum	  setting”	  (p.	  144).	  	  In	  the	  ‘90s,	  

educators,	  such	  as	  Hein	  (1998)	  called	  for	  constructivist	  museums:	  	  

Visitors	  make	  meaning	  in	  the	  museum,	  they	  learn	  by	  constructing	  their	  own	  
understandings.	  	  The	  issue	  for	  museums,	  if	  they	  recognize	  this	  principle,	  is	  to	  determine	  
what	  meanings	  visitors	  do	  make	  from	  their	  experience,	  and	  then	  to	  shape	  the	  
experience	  to	  the	  extent	  possible	  by	  the	  manipulation	  of	  the	  environment.	  (p.	  179)	  

Likewise,	  Villeneuve	  and	  Love	  (2007)	  recently	  joined	  the	  call	  for	  constructivist	  paradigms	  in	  

museum	  settings	  and	  extended	  this	  towards	  the	  facilitation	  of	  arts-‐based	  inquiry	  within	  these	  

spaces	  so	  as	  to	  encourage	  “learners	  to	  think	  about	  and	  build	  on	  prior	  experiences	  and	  construct	  

new	  meanings”	  (p.	  202).	  	  These	  constructivist	  approaches	  to	  museum	  education	  resonate	  with	  

me	  in	  my	  inquiry,	  because	  I	  wanted	  visitors	  to	  make	  connections,	  build	  on	  their	  lived	  

experiences,	  and	  transform	  learning	  to	  making	  meaning.	  	  This	  was	  seemingly	  simple	  because	  

everyone	  wears	  clothes	  and	  whether	  male	  or	  female,	  visitors	  could	  build	  on	  their	  experiences	  

wearing	  clothes	  throughout	  their	  lives	  to	  make	  meaning	  in	  my	  exhibition.	  	  Visitors	  could	  see	  my	  

objects	  and	  make	  a	  connection	  to	  the	  clothing	  they	  wear	  in	  their	  lived	  experiences.	  I	  included	  

an	  empty	  dress	  form	  in	  the	  exhibition,	  to	  point	  towards	  my	  future	  clothing,	  the	  clothes	  I	  do	  not	  

wear	  or	  keep	  yet,	  but	  some	  day	  will,	  and	  as	  a	  way	  for	  visitors	  to	  visualize	  their	  own	  clothing	  on	  

the	  form	  in	  the	  gallery	  space.	  	  What	  clothing	  might	  visitors	  curate	  from	  their	  closets	  to	  better	  



41	  

understand	  themselves?	  

Constructing	  Meaning	  in	  Museums	  

I	  selected	  clothing	  exemplars	  for	  the	  Dress	  Stories	  exhibition	  that	  many	  visitors	  might	  

relate	  to	  in	  their	  own	  lived	  experiences,	  including	  christening	  gowns,	  prom	  dresses,	  power	  suits,	  

wedding	  dresses,	  little	  black	  dresses,	  and	  bathrobes.	  	  I	  wanted	  visitors	  to	  recognize	  their	  own	  

clothing	  as	  they	  experienced	  my	  clothing	  in	  the	  gallery.	  	  I	  hoped	  as	  visitors	  walked	  through	  the	  

physical	  space,	  they	  could	  metaphorically	  walk	  into	  my	  closets	  and	  cabinets	  of	  curiosities	  to	  

locate	  their	  own	  clothing	  narratives.	  	  Falk	  and	  Dierking	  (1992)	  offer	  an	  “Interactive	  Experience	  

Model”	  to	  depict	  the	  ways	  people	  use	  museums	  through	  three	  contexts	  “the	  personal,	  the	  

social,	  and	  the	  physical”	  (p.	  2)	  asserting	  where	  the	  three	  contexts	  overlap,	  interactivity	  occurs.	  	  

Visitors	  to	  the	  Dress	  Stories	  exhibition	  could	  pick	  and	  choose	  which	  ensembles	  interested	  them	  

to	  consider	  more	  fully.	  	  While	  some	  of	  the	  clothing	  was	  specific	  to	  my	  lived	  experience,	  there	  

were	  multiple	  ways	  for	  visitors	  to	  find	  artifacts	  that	  helped	  them	  make	  their	  own	  connections.	  

Similarly,	  Falk	  and	  Dierking	  (2000)	  argue,	  “[m]uch	  of	  what	  people	  know	  is	  constructed	  through	  

free-‐choice	  learning	  experiences”	  and	  they	  expand	  their	  interactive	  model	  into	  the	  “Contextual	  

Model	  of	  Learning”	  (p.	  xiv)	  to	  describe	  museum	  learning.	  	  This	  contextual	  model	  provides	  a	  

framework	  for	  understanding	  the	  myriad	  of	  factors	  that	  influence	  learning	  in	  museums.	  	  

Through	  the	  contextual	  model	  framework,	  Falk	  and	  Dierking	  (2000)	  offer	  recommendations	  for	  

maximizing	  personal	  learning	  in	  museums	  such	  as	  offering	  different	  types	  of	  learning	  strategies	  
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and	  styles,	  providing	  free-‐choice	  hooks,	  layering	  the	  complexity	  of	  information,	  and	  building	  

emotion	  into	  the	  learning	  while	  creating	  open-‐ended	  experiences	  (pp.	  187-‐189).	  	  In	  the	  Dress	  

Stories	  exhibition,	  I	  layered	  the	  complexity	  of	  information	  from	  wall	  didactics,	  a	  gallery	  guide	  or	  

zine	  of	  narratives	  to	  accompany	  the	  artifacts,	  and	  innovative	  vinyl	  lettering	  which	  posed	  

questions	  to	  those	  visitors	  willing	  to	  discover	  them	  tucked	  in	  drawers,	  pinned	  to	  the	  back	  of	  

peplums,	  and	  placed	  along	  the	  bases	  of	  pedestals	  and	  walls.	  I	  was	  building	  emotion	  into	  the	  

learning	  by	  sharing	  my	  motherhood	  stories	  with	  the	  visitors,	  allowing	  them	  to	  experience	  the	  

pain	  and	  grief	  I	  had	  undergone	  while	  they	  engaged	  with	  the	  artifacts	  I	  displayed	  to	  render	  those	  

emotions.	  Making	  meaning	  was	  the	  curriculum	  goal	  of	  the	  Dress	  Stories	  exhibition.	  I	  had	  an	  

increased	  interest	  in	  the	  visitor	  experiences	  and	  the	  ways	  they	  might	  construct	  meaning,	  

whether	  it	  was	  officially	  called	  curriculum	  or	  not—it	  acted	  as	  such.	  	  Rose	  (2007)	  calls	  for	  

museum	  educators	  to	  find	  intersections	  between	  curriculum	  theory	  and	  museum	  education,	  

where	  curriculum	  is	  conceived	  as	  text	  which	  “opens	  museum	  and	  school	  curricula	  to	  analysis	  

and	  criticism,	  where	  knowledge	  is	  no	  longer	  a	  certainty	  but	  open	  to	  possibilities”	  (p.	  54).	  	  These	  

open	  possibilities	  require	  the	  museum	  education	  field	  to	  focus	  attention	  on	  the	  ways	  visitors	  

learn	  in	  museums.	  	  	  

For	  over	  twenty-‐five	  years,	  museums	  have	  examined	  learning—how	  people	  learn,	  what	  

people	  learn,	  and	  why	  people	  learn	  in	  museums	  (Hooper-‐Greenhill,	  2007,	  Luke	  &	  Adams,	  2007;	  

Walsh,	  1991).	  	  Csikszenthmihalyi	  and	  Hermanson	  (1995)	  define	  the	  extrinsic	  and	  intrinsic	  

rewards	  which	  motivate	  learning	  in	  museums,	  stating,	  “[w]hat	  information	  we	  select	  to	  attend	  
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to,	  and	  how	  intently,	  are	  still	  the	  most	  important	  question	  about	  learning”	  (p.	  68).	  Furthermore,	  

Csikszenthmihalyi	  and	  Hermanson	  (1995)	  challenge	  museum	  educators	  to	  create	  “flow	  

experiences”	  (pp.	  69-‐70)	  and	  design	  “flow	  activities”	  (p.	  70)	  to	  lead	  visitors	  to	  personal	  growth	  

and	  enduring	  meanings.	  	  In	  the	  Dress	  Stories	  exhibition,	  I	  worked	  to	  allow	  for	  literal	  flow	  

metaphorical	  flow	  experiences.	  	  Visitors	  could	  physically	  flow	  through	  the	  gallery	  spaces,	  

walking	  on	  stairs	  with	  lettering	  that	  posed	  the	  question,	  Are	  Your	  Shoes	  Made	  for	  Walking?	  	  	  

Above	  the	  baseboard,	  behind	  the	  little	  black	  dresses	  in	  the	  exhibition,	  vinyl	  lettering	  was	  

applied	  to	  the	  wall	  asking	  visitors,	  What	  is	  the	  most	  important	  dress	  a	  woman	  ever	  wears?	  

Visitors	  had	  to	  really	  look	  for	  the	  question.	  	  A	  casual	  glance	  around	  the	  gallery	  would	  not	  allow	  

visitors	  to	  linger	  and	  consider	  my	  clothing	  or	  their	  clothing	  more	  deeply.	  	  Tucked	  inside	  my	  

family	  steamer	  trunk	  was	  the	  question,	  Where	  do	  you	  store	  your	  stuff	  and	  yourself?	  This	  

question	  challenged	  visitors	  to	  think	  about	  their	  own	  collecting	  practices.	  	  I	  tucked	  vinyl	  

lettering	  on	  the	  pedestal	  underneath	  the	  sheer	  organza	  fabric	  of	  the	  skirt	  of	  my	  wedding	  dress	  

provoking	  visitors,	  What	  do	  we	  mask	  behind	  our	  veil?	  Only	  those	  visitors	  who	  looked	  down	  at	  

the	  hem	  of	  my	  wedding	  dress	  might	  discover	  the	  opportunity	  to	  question	  the	  ways	  we	  pull	  back	  

the	  veil	  or	  curtain	  on	  our	  identities.	  	  I	  was	  also	  able	  to	  pin	  questions	  directly	  onto	  the	  clothing	  in	  

the	  exhibition.	  	  I	  could	  only	  do	  that	  because	  I	  personally	  own	  the	  objects.	  	  The	  large	  paper	  

labels	  reminded	  me	  of	  the	  object	  labels	  hanging	  on	  the	  garments	  in	  the	  Texas	  Fashion	  

Collection.	  	  I	  troubled	  the	  curatorial	  by	  pinning	  my	  questions	  onto	  the	  clothing.	  	  I	  took	  a	  thick	  

sharp	  metal	  safety	  pin	  and	  stabbed	  it	  into	  my	  clothing	  piercing	  holes	  in	  the	  fabric	  even	  though	  it	  
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is	  not	  acceptable	  curatorial	  practice.	  	  The	  questions	  and	  their	  placement	  were	  that	  important	  to	  

me	  as	  I	  planned	  for	  visitor	  participation	  and	  learning	  in	  the	  gallery.	  I	  tucked	  a	  label	  into	  the	  

layers	  of	  the	  peplum	  on	  the	  back	  of	  a	  Laura	  Ashley	  dress	  in	  the	  entry	  of	  the	  gallery.	  	  Visitors	  

would	  have	  to	  move	  around	  to	  the	  side	  and	  back	  of	  the	  dress	  form	  to	  read,	  Can	  our	  clothes	  

cover	  what	  we	  don’t	  want	  others	  to	  see?	  	  I	  pinned	  another	  label	  onto	  the	  arm	  hole	  of	  one	  of	  

Elizabeth’s	  fancy	  dresses	  asking	  visitors,	  What	  is	  the	  difference	  between	  what	  is	  me	  and	  what	  is	  

mine?	  And	  I	  pinned	  a	  label	  with	  the	  question,	  Why	  do	  we	  keep	  clothes	  we	  will	  never	  wear?	  on	  

one	  of	  the	  Laura	  Ashley	  dresses	  folded	  and	  placed	  inside	  of	  the	  open	  dresser	  drawer	  in	  the	  

installation.	  	  I	  did	  not	  disclose	  the	  questions	  were	  placed	  around	  the	  gallery	  space,	  nor	  did	  I	  

offer	  visitors	  a	  map	  to	  locate	  each	  one.	  	  Some	  visitors	  discovered	  all	  of	  the	  questions,	  and	  some	  

missed	  the	  questions	  all	  together.	  	  The	  labels	  and	  questions	  allowed	  for	  flow	  experiences	  to	  

challenge	  visitors	  to	  actually	  flow,	  or	  better,	  grow,	  in	  their	  connections	  to	  the	  exhibition.	  	  

Visitors	  to	  the	  Dress	  Stories	  exhibition	  were	  invited	  to	  interrogate	  the	  ways	  they	  collect	  and	  

recollect	  on	  and	  in	  their	  lives	  and	  to	  determine	  what	  that	  means	  for	  them.	  	  	  

Museum	  educators	  are	  called	  to	  attune	  to	  flow	  activities	  and	  to	  search	  for	  new	  

meanings	  in	  the	  gallery	  space.	  	  Csikszenthmihalyi	  and	  Hermanson	  (1995)	  suggest	  “meaningful	  

experiences	  are	  those	  that	  are	  both	  differentiated	  and	  integrated”	  (p.	  71)	  and	  ones	  where	  “we	  

can	  learn	  who	  we	  are	  and	  what	  we	  are	  capable	  of”	  (p.	  71).	  	  I	  like	  thinking	  about	  what	  we	  might	  

be	  capable	  of	  in	  a	  museum.	  	  I	  was	  not	  certain	  I	  was	  capable	  of	  curating	  the	  same	  way.	  	  And	  I	  

certainly	  never	  considered	  what	  visitors	  might	  be	  capable	  of.	  	  The	  Dress	  Stories	  exhibition	  was	  
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an	  invitation	  to	  visitors	  to	  imagine	  what	  their	  own	  clothing	  might	  reveal	  about	  themselves	  and	  

what	  they	  are	  capable	  of—capable	  of	  keeping,	  capable	  of	  caring	  for,	  and	  capable	  of	  releasing	  in	  

their	  own	  lived	  experiences.	  Luke	  and	  Adams	  (2007)	  maintain	  that	  visitors	  “learn	  about	  

content,	  learn	  how	  to	  engage	  in	  aesthetic	  perception,	  learn	  about	  ourselves	  and	  others,	  and	  

learn	  how	  to	  learn”	  (p.	  37).	  	  It	  is	  learning	  to	  learn	  in	  meaningful	  ways	  that	  allows	  museum	  

educators	  to	  shift	  attention	  to	  the	  various	  circumstances	  under	  which	  visitor	  learning	  might	  

create	  new	  knowledge.	  

	  

Producing	  New	  Knowledge	  

By	  the	  ‘90s,	  museum	  educators	  recognized	  knowledge	  was	  not	  so	  much	  transmitted	  as	  

produced	  (Roberts,	  1997,	  p.	  3).	  	  Roberts	  (1992)	  asserts	  it	  is	  the	  museum	  educator’s	  

responsibility	  to	  open	  visitors’	  minds	  by	  “giving	  voice	  to	  the	  collections”	  by	  asking	  “Whose	  

views	  shall	  the	  museum	  represent?	  Whose	  stories	  shall	  be	  told”	  (p.	  153).	  	  During	  this	  period,	  

museum	  educators	  began	  to	  recognize	  the	  ways	  stories	  pointed	  towards	  meaning	  making	  in	  

interpretations	  of	  art.	  	  Roberts	  (1997)	  moves	  museum	  education	  questions	  from	  “What	  does	  a	  

thing	  mean?”	  to	  “What	  makes	  a	  thing	  meaningful?”	  (p.	  58).	  	  Harmoniously,	  the	  Dress	  Stories	  

exhibition	  offered	  my	  personal	  stories	  of	  what	  each	  clothing	  object	  means	  to	  me	  which	  was	  

intended	  to	  act	  as	  a	  model	  for	  how	  visitors	  might	  consider	  why	  their	  clothing	  is	  meaningful	  to	  

them.	  
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	  In	  an	  effort	  to	  invite	  more	  than	  one	  way	  of	  knowing,	  museum	  educators	  began	  

developing	  opportunities	  for	  more	  than	  one	  possible	  way	  of	  narrative	  beyond	  an	  authorial	  

curator.	  	  As	  Hooper-‐Greenhill	  (1992)	  questions,	  “if	  museums	  are	  places	  in	  which	  we	  may	  come	  

to	  know	  new	  things,	  and	  where	  our	  perceptions	  may	  radically	  change,	  what	  is	  the	  nature	  of	  this	  

knowing,	  and	  how	  are	  these	  changes	  brought	  about?”	  (p.	  2).	  	  Might	  deeply	  reflexive	  narratives	  

assist	  to	  bring	  about	  changes	  in	  our	  knowing?	  	  Roberts	  (1997)	  suggests	  education	  is	  a	  narrative	  

endeavor	  where	  experiences	  allow	  new	  ways	  to	  think	  about	  knowledge	  correspondingly,	  

“[w]ith	  the	  legitimation	  of	  multiple	  ways	  of	  knowing	  and	  the	  acknowledgment	  of	  the	  role	  of	  

context	  in	  shaping	  understanding,	  language	  about	  ‘knowledge’	  has	  shifted	  to	  language	  about	  

‘meaning’”	  (p.	  132).	  	  Roberts	  (1997)	  continues,	  “[e]ducation,	  however,	  is	  about	  more	  than	  the	  

making	  of	  meaning”	  calling	  instead	  for	  “re-‐construction	  of	  prior	  versions”	  (p.	  133)	  of	  the	  world.	  	  

It	  is	  these	  opportunities	  for	  communication	  that	  are	  essential	  for	  narrative	  learning	  in	  

museums.	  	  There	  are	  museum,	  curator,	  and	  visitor	  stories	  occurring	  simultaneously.	  	  The	  

challenge	  is	  how	  we	  attune	  to	  the	  stories	  and	  listen	  for	  what	  they	  have	  to	  reveal.	  	  In	  turning,	  we	  

might	  listen	  for	  critical	  conversations	  in	  exhibition	  spaces.	  	  

	  

Listening	  for	  Conversations	  

The	  word	  conversation	  comes	  from	  the	  Latin	  conversare	  which	  means	  to	  turn	  oneself	  

about.	  	  Turning	  about.	  Turning	  backwards.	  	  Turning	  forward.	  The	  question	  of	  turning	  seems	  to	  

become	  how	  to	  merge	  the	  separate	  stories	  into	  a	  conversation,	  not	  the	  conversation,	  but	  a	  
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conversation.	  	  The	  turnings	  offered	  throughout	  this	  dissertation	  are	  conversations	  intended	  to	  

invite	  readers	  into	  conversation	  with	  me	  as	  the	  curator	  and	  with	  the	  work	  to	  allow	  for	  turning	  

oneself	  about.	  Mayer	  (2007)	  suggests	  museums	  have	  moved	  from	  one-‐sided	  lecture	  formats	  to	  

two-‐sided	  communication	  models,	  where	  educators	  are	  both	  facilitators	  and	  participants	  in	  

their	  talk	  and	  conversations.	  	  Mayer	  (2007)	  incorporates	  Nel	  Noddings’	  three	  types	  of	  

conversations	  as	  teaching	  methods	  used	  in	  museums	  as	  “formal,	  immortal,	  and	  ordinary”	  (p.	  

189)	  to	  allow	  for	  and	  invite	  caring	  communication	  that	  values	  not	  only	  objects,	  but	  also	  affirm	  

visitors	  and	  their	  learning	  by	  “speaking,	  listening,	  and	  responding”	  with	  them	  in	  a	  two-‐sided	  

dialogue	  (p.	  192).	  	  Attuning	  to	  our	  speaking,	  listening,	  and	  responding	  propels	  museum	  

educators	  into	  the	  future	  of	  our	  practices,	  within	  the	  post-‐museum.	  	  Similarly,	  Kind	  (2006)	  finds	  

space	  for	  curriculum	  as	  complicated	  conversation,	  stories	  of	  actual	  lived	  and	  bodied	  

experiences	  and	  relations,	  of	  meaning	  making.	  	  The	  challenge	  becomes	  how	  to	  communicate	  

meanings	  within	  the	  curatorial	  and	  how	  to	  invite	  complicated	  conversations	  into	  practice.	  	  

Hooper-‐Greenhill	  (1994a)	  predicts	  the	  future	  of	  museum	  education,	  focusing	  on	  the	  role	  

communication	  plays	  and	  will	  play	  in	  museums.	  	  Communication	  encompasses	  not	  only	  the	  

interpretation	  of	  objects,	  but	  also	  the	  overall	  message	  visitors	  receive	  and	  the	  ways	  they	  will	  

perform	  in	  museum	  spaces.	  	  
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Performing	  the	  Museum	  

Understandings	  of	  performance	  and	  performativity	  can	  relate	  to	  an	  actual	  performance,	  

an	  action,	  or	  the	  measurement	  of	  a	  behavior	  (Hooper-‐Greenhill,	  2007).	  	  “To	  describe	  learning	  

as	  ‘performative’	  is	  to	  refer	  to	  learning	  as	  participative,	  where	  minds,	  bodies,	  and	  emotions	  are	  

actively	  engaged,	  and	  where	  multiple	  processes	  of	  meaning-‐making	  occur	  almost	  without	  

conscious	  will”	  (Hooper-‐Greenhill,	  2007,	  p.	  37).	  	  In	  that	  sense,	  this	  inquiry	  is	  performative	  and	  

full	  of	  possibilities.	  It	  allows	  readers	  to	  question	  how	  the	  post-‐museum	  allows	  curators,	  

educators,	  and	  visitors	  to	  rethink	  the	  museum	  altogether.	  	  Hooper-‐Greenhill	  (2000)	  imagines	  

the	  post-‐museum	  as	  a	  new	  concept,	  full	  of	  possibilities	  for	  contextualizing	  communication	  

between	  museums	  and	  visitors,	  where	  “the	  idea	  of	  the	  museum	  is	  being	  reborn”	  (p.	  152),	  and	  

where	  museums	  might	  concentrate	  on	  how	  they	  use	  objects	  and	  their	  exhibitions	  as	  a	  form	  of	  

communication.	  	  The	  Dress	  Stories	  exhibition	  offered	  a	  dialogic	  space,	  a	  space	  where	  the	  visitor	  

was	  embodied	  to	  perform	  the	  museum.	  

Correspondingly,	  Charles	  Garoian	  (2001)	  describes	  museums	  as	  performative	  sites	  

where	  visitors	  perform	  critical	  pedagogical	  strategies	  in	  dialogic	  ways	  to	  understand	  and	  

experience	  collections	  to	  recontextualize	  curating	  as	  performative,	  repeated	  practice	  within	  

living	  curricula.	  Much	  of	  my	  inquiry	  gives	  voice	  to	  the	  ways	  I,	  as	  curator	  and	  educator,	  perform	  

the	  museum,	  but	  visitors	  must	  also	  be	  invited	  to	  imagine,	  create,	  and	  perform	  in	  museums	  in	  

interactive	  ways.	  Garoian	  (2001)	  reminds	  readers	  works	  of	  art	  are	  not	  beyond	  reproach	  and	  

new	  ways	  of	  exhibiting	  and	  interpreting	  works	  of	  art	  must	  take	  into	  account	  the	  viewer’s	  
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autobiography,	  for	  “By	  performing	  the	  museum,	  viewers	  bring	  their	  personal	  identities	  into	  

play	  with	  the	  institution’s	  dominant	  ideologies”	  (p.	  236).	  	  It	  is	  the	  responsibility	  of	  the	  curator	  to	  

interconnect	  the	  museum’s	  narrative	  with	  the	  viewer’s	  narrative.	  It	  is	  the	  saying	  and	  doing	  of	  

performing	  that	  offers	  new	  ways	  of	  perception.	  	  Garoian	  (2001)	  asks,	  “How	  do	  we	  differentiate	  

between	  looking	  at	  a	  work	  of	  art	  and	  seeing	  it?”	  (p.	  239,	  italics	  in	  original).	  He	  describes	  the	  

performative	  in	  museums	  as	  speech	  acts	  where	  “what	  one	  sees	  in	  a	  work	  of	  art	  is	  tantamount	  

to	  what	  one	  says	  about	  it	  and	  does	  with	  it”	  (p.	  240).	  Museum	  curators	  and	  educators	  are	  

challenged	  with	  creating	  experiences	  where	  viewers	  can	  see,	  say,	  and	  do	  in	  liminal	  sites	  and	  

within	  ephemeral	  relationships.	  The	  Dress	  Stories	  exhibition	  was	  attuned	  to	  the	  ways	  visitors	  

could	  see,	  say,	  and	  do	  their	  own	  dress	  stories	  in	  and	  between	  the	  liminal	  sites	  of	  my	  dress	  

stories.	  

	  

The	  Museum	  as	  Experience	  

This	  research	  began	  with	  my	  asking,	  How	  I	  might	  curate	  in	  performative	  ways	  that	  

encourage	  viewers	  to	  linger	  and	  care	  for	  and	  about	  the	  museum	  experience?	  The	  challenge	  

then	  follows:	  How	  might	  curating	  lead	  to	  learning	  in	  museums?	  	  Hooper-‐Greenhill	  (2007)	  

describes	  learning	  in	  the	  post-‐museum	  as	  circular	  (p.	  42)	  and	  as	  “a	  process	  of	  bricolage—a	  

picking	  up	  of	  bits	  and	  pieces	  to	  produce	  something	  that	  seems	  to	  suit	  for	  the	  moment”	  (p.	  176).	  	  

Leaving	  bits	  and	  pieces	  of	  my	  clutter	  in	  my	  curating	  allows	  for	  circular	  turning	  spaces.	  Museum	  

educators	  in	  the	  post-‐museum	  must	  be	  willing	  to	  meet	  the	  challenges	  for	  designing	  spaces	  for	  
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curators,	  educators,	  and	  visitors	  to	  pick	  up	  the	  pieces	  of	  the	  past	  to	  produce	  new	  ways	  of	  

learning.	  	  In	  order	  to	  anticipate	  and	  plan	  for	  learning	  in	  the	  post-‐museum,	  curators	  need	  to	  

allow	  for	  fully	  integrated	  performativity,	  performance,	  and	  practice	  as	  they	  create	  participatory	  

learning	  opportunities	  for	  visitors.	  

	  

Participatory	  Museums	  

Having	  looked	  backwards	  at	  historical	  museum	  education	  antecedents	  over	  the	  last	  

forty	  years	  in	  an	  effort	  to	  anticipate	  the	  ways	  I	  might	  participate	  in	  the	  future,	  I	  now	  turn	  

forward.	  	  Nina	  Simon	  (2010)	  invites	  curators,	  educators,	  and	  visitors	  into	  a	  participatory	  

museum	  model	  which	  shapes	  the	  ways	  museum	  education	  might	  be	  remixed	  in	  the	  post-‐

museum	  era.	  In	  order	  to	  support	  participation	  in	  museums,	  Simon	  (2010)	  challenges	  museums	  

to	  trust	  visitors	  and	  their	  curatorial	  abilities	  “as	  creators,	  remixers,	  and	  redistributors	  of	  

content”	  (p.	  3).	  	  Educators	  must	  afford	  opportunities	  to	  select	  and	  produce	  content	  as	  

“instructional	  scaffolding”	  (p.	  12)	  by	  which	  “educators	  or	  educational	  material	  provides	  

supportive	  resources,	  tasks,	  and	  guidance	  upon	  which	  learners	  can	  build	  their	  confidence	  and	  

abilities”	  (p.	  12).	  In	  this	  inquiry,	  I	  perform	  as	  an	  exhibition	  builder,	  scaffolding	  an	  exhibition	  

where	  visitors	  might	  focus	  on	  responding,	  caring,	  and	  creating	  together,	  calling	  into	  question	  

the	  role	  of	  collecting	  ourselves	  within	  a	  participatory	  museum.	  	  As	  Simon	  (2010)	  suggests,	  

“[a]rtifacts	  can	  be	  at	  the	  heart	  of	  platform-‐based	  experiences,	  the	  ‘object’	  of	  visitors’	  

conversations	  and	  creative	  expression”	  (p.	  126),	  when	  they	  are	  defined	  as	  social	  objects,	  and	  
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when	  they	  become	  “the	  center	  of	  dialogue	  in	  physical	  galleries	  as	  well”	  (p.	  128).	  	  In	  my	  inquiry,	  

the	  artifacts	  are	  social	  objects—clothing	  and	  material	  culture	  acting	  as	  a	  nucleus	  for	  talking	  and	  

making	  connections.	  	  Simon	  (2010)	  defines	  social	  objects	  as	  “personal,	  active,	  provocative,	  or	  

relational”	  (pp.	  130-‐132)	  depending	  on	  design,	  and	  offers	  five	  techniques	  for	  activating	  objects	  

such	  as:	  1).	  asking	  questions	  and	  prompting	  reactions,	  2).	  providing	  live	  interpretations	  or	  

performances	  for	  connections,	  3).	  designing	  provocative	  presentation	  techniques	  including	  

juxtaposition,	  conflict,	  or	  conversation,	  4).	  giving	  instructions	  on	  how	  to	  engage	  with	  objects,	  or	  

5).	  offering	  ways	  to	  share	  objects	  physically	  or	  virtually	  with	  others.	  	  Each	  of	  these	  techniques	  

provides	  pathways	  for	  visitors	  to	  make	  meaning	  with	  objects	  and	  with	  others.	  	  I	  find	  myself	  

seeking	  ways	  into	  performing	  the	  museum	  and	  participatory	  curating	  and	  learning.	  I	  start	  from	  

a	  place	  of	  familiarity	  in	  my	  curating.	  The	  story	  lines	  of	  my	  costume	  curating	  experiences	  in	  my	  

past	  point	  to	  where	  the	  curating	  now	  might	  be	  performed	  in	  my	  present	  future,	  reproducing	  

myself	  and	  my	  gendered	  experience	  in	  the	  world.	  	  
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Chapter	  3	  

Framing	  Feminism	  and	  Reproducing	  Ourselves	  

	  

Riding	  the	  Waves	  

Using	  the	  metaphor	  of	  waves	  (Dicker	  &	  Piepmeier,	  2003;	  Kinser,	  2004),	  I	  begin	  to	  map	  

feminism	  through	  different	  movements,	  on	  different	  waves	  of	  thought	  that	  turn	  me	  through	  

the	  inquiry.	  	  The	  women’s	  movement	  in	  the	  United	  States,	  is	  often	  said	  to	  have	  started	  in	  1848	  

in	  Seneca	  Falls,	  New	  York,	  when	  Elizabeth	  Cady	  Stanton	  and	  her	  colleagues	  worked	  to	  gain	  legal	  

rights	  to	  own	  property,	  to	  sue,	  to	  form	  contracts,	  and	  to	  vote.	  The	  first	  wave	  of	  feminists	  fought	  

for	  social	  justice	  culminating	  in	  the	  ratification	  of	  the	  Nineteenth	  Amendment	  giving	  women	  

the	  right	  to	  vote	  in	  1920.	  	  The	  second	  wave	  is	  identified	  as	  the	  activism	  period	  starting	  in	  the	  

1960s,	  focused	  on	  gaining	  full	  human	  rights	  for	  women	  such	  as	  access	  to	  employment,	  

education,	  child	  care,	  abortion,	  eradicating	  violence	  against	  women,	  and	  passing	  the	  Equal	  

Rights	  Amendment.	  	  During	  the	  second	  wave,	  feminist	  began	  to	  theorize	  about	  their	  

experiences	  in	  regards	  to	  gender,	  race,	  ethnicity,	  class,	  and	  sexuality.	  The	  third	  wave	  began	  in	  

the	  early	  1990s	  and	  “contains	  elements	  of	  second	  wave	  critique	  of	  beauty	  culture,	  sexual	  

abuse,	  and	  power	  structured	  while	  it	  also	  acknowledges	  and	  makes	  use	  of	  the	  pleasure,	  danger,	  

and	  defining	  power	  of	  those	  structures”	  (Dicker	  &	  Piepmier,	  2003,	  p.	  12).	  	  	  
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The	  Feminist	  Curatorial	  Turn	  

Women’s	  museums	  were	  first	  conceived	  in	  the	  1980s	  in	  response	  to	  the	  activism	  

agendas	  of	  second	  wave	  feminism,	  and	  the	  feminist	  art	  exhibitions	  organized	  by	  women	  artists	  

in	  the	  1970s.	  Curator	  and	  cultural	  theorist,	  Elke	  Krasny	  (2013)	  recounts:	  

	  

These	  pioneering	  feminist	  exhibition	  projects	  were	  not	  only	  marked	  by	  the	  political	  aim	  
to	  position	  women	  as	  artists,	  authors,	  and	  simply	  creators	  and	  the	  search	  for	  feminist	  
and	  feminine	  expressions	  in	  art-‐making,	  but	  also	  by	  international	  networking	  and	  
transnational	  exchange.	  (p.	  13)	  
	  

	  

Feminist	  curating	  continually	  navigates	  the	  spaces	  of	  politics	  and	  practice.	  New	  feminist	  turns	  in	  

archiving,	  collecting,	  and	  educating	  museum	  visitors	  about	  women’s	  history	  and	  theory	  

continue	  to	  be	  necessary	  to	  the	  field.	  In	  Women’s	  Museum	  Curatorial	  Politics	  in	  Feminism,	  

Education,	  History,	  and	  Art,	  Krasny	  (2013)	  maps	  the	  historic	  antecedents	  of	  more	  than	  forty	  

years	  of	  feminism’s	  impact	  on	  the	  curatorial,	  marking	  the	  feminist	  turn	  in	  contemporary	  

curating.	  	  Krasny	  describes	  numerous	  exhibitions,	  publications,	  and	  symposiums	  devoted	  to	  the	  

process,	  collaboration,	  and	  negotiation	  of	  feminist	  curating	  leading	  her	  to	  deduce	  that	  

“[f]eminist	  curators,	  researchers,	  and	  theorists	  have	  made	  significant	  crossings,	  shifts,	  and	  turns	  

within	  the	  curatorial	  field”	  (p.	  15).	  One	  of	  the	  exhibitions	  Krasny	  (2013)	  interprets	  in	  her	  

cartography	  of	  the	  feminist	  curating	  terrain,	  is	  Paula’s	  Home,	  curated	  in	  2004	  by	  Angelika	  

Gillmayr	  and	  Elizabeth	  Nowak-‐Thaller	  at	  the	  Lentos	  Art	  Museum	  in	  Linz,	  Austria	  as	  the	  

museum’s	  opening	  exhibition.	  	  The	  exhibition	  is	  significant	  because	  it	  only	  featured	  art	  made	  by	  
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women	  artists.	  	  Krasny	  (2013)	  returns	  to	  the	  Paula’s	  Home	  exhibition	  repeatedly	  to	  mark	  a	  shift	  

in	  curatorial	  practice	  dedicated	  to	  reexamining	  the	  canon	  of	  art	  and	  the	  exhibition	  of	  women’s	  

work.	  The	  Paula’s	  Home	  exhibition	  speaks	  to	  me	  as	  a	  feminist	  curator,	  as	  I	  worked	  to	  

interrogate	  the	  clothing	  included	  in	  the	  Dress	  Stories	  exhibition.	  	  Coincidently,	  my	  mother’s	  

name	  is	  Paula,	  and	  so	  many	  of	  the	  items	  I	  included	  in	  my	  exhibition	  were	  in	  fact	  from	  my	  

mother’s	  house,	  from	  Paula’s	  home.	  	  The	  Dress	  Stories	  exhibition	  is	  an	  actual	  extension	  of	  

Paula’s	  home	  in	  my	  genealogical	  understanding	  of	  how	  and	  why	  I	  collect	  artifacts	  and	  care	  for	  

them.	  	  Stories	  of	  collecting	  are	  stories	  of	  becoming	  in	  my	  family.	   	  

	   Cartographies	  of	  feminist	  curatorial	  knowledge	  production	  offer	  dialogues	  of	  activist	  

feminist	  curatorial	  projects.	  	  Feminists	  continue	  to	  ask	  what	  it	  means	  to	  be	  a	  feminist	  curator	  or	  

to	  adopt	  feminist	  curatorial	  methods	  (Krasny,	  2016).	  	  Just	  because	  a	  curator	  is	  a	  woman,	  does	  

not	  mean	  that	  her	  curatorial	  practice	  is	  feminist.	  Activist	  practice	  calls	  for	  troubling	  the	  

canonization	  of	  curating,	  attuning	  to	  women	  artists,	  women	  representation	  and	  themes,	  and	  

women’s	  programming.	  	  Moreover,	  just	  because	  an	  exhibition	  displays	  clothing	  worn	  by	  

women,	  does	  not	  ensure	  that	  the	  interpretation	  of	  the	  exhibition	  will	  be	  feminist	  either.	  	  Krasny	  

(2013)	  outlines	  the	  ways	  feminist	  politics	  challenged	  museums	  to	  incorporate	  different	  feminist	  

standpoints	  and	  identities	  in	  their	  exhibitions	  and	  publications.	  	  In	  challenging	  the	  hierarchy,	  

feminist	  curators	  can	  interrogate	  the	  notion	  of	  their	  becoming.	  	  Krasny	  (2013)	  calls	  for	  women	  

in	  museum	  institutions	  to	  consider	  the	  ways	  they	  are	  “becoming-‐woman-‐curator”	  (p.	  23)	  by	  

questioning	  not	  only	  the	  ways	  they	  are	  a	  female	  curator,	  but	  more	  the	  ways	  they	  are	  a	  feminist	  
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curator	  in	  their	  practices.	  In	  my	  inquiry,	  I	  write	  about	  my	  becoming-‐curator,	  but	  I	  had	  not	  fully	  

imagined	  what	  becoming-‐woman-‐curator	  might	  mean	  in	  offering	  my	  practice-‐based	  account	  of	  

curating	  women’s	  clothing	  as	  a	  woman	  curator.	  Krasny	  (2013)	  asserts,	  “[t]his	  means	  that	  it	  is	  all	  

the	  more	  important	  to	  understand	  how	  feminist	  curators	  become	  active	  agents	  by	  shaping	  the	  

understanding	  and	  distribution	  of	  artistic	  production”	  (p.	  23).	  	  I	  wondered	  in	  what	  ways	  have	  I	  

performed	  as	  an	  active	  agent	  as	  a	  feminist	  curator	  in	  my	  practice.	  	  

	  

How	  Do	  You	  Do	  Feminism?	  

I	  curated	  my	  first	  fashion	  exhibition,	  Suiting	  the	  Modern	  Woman,	  which	  spanned	  themes	  

of	  women’s	  suffrage,	  women’s	  rights,	  and	  women’s	  liberation	  in	  the	  work	  place	  throughout	  the	  

20th	  century	  when	  I	  was	  twenty-‐seven	  years	  old.	  I	  thought	  about	  that	  old	  Life	  Magazine	  cover	  

when	  I	  designed	  the	  exhibition,	  and	  installed	  a	  period	  suffragette	  suit	  as	  the	  first	  ensemble	  

visitors	  encountered	  in	  the	  gallery.	  	  As	  visitors	  experienced	  examples	  of	  women’s	  professional	  

clothing,	  they	  also	  received	  considerable	  information	  about	  the	  history	  of	  women	  at	  work.	  The	  

social	  fabric	  of	  women’s	  clothing	  was	  literally	  interwoven	  with	  feminist	  ideals	  and	  voices	  in	  my	  

first	  curatorial	  performance.	  	  Kinser	  (2004)	  calls	  for	  personal	  narratives	  to	  help	  women	  

negotiate	  how	  they	  “do”	  feminism.	  	  Curating	  Suiting	  the	  Modern	  Woman	  in	  1997	  was	  how	  I	  

“did”	  feminism	  in	  my	  20s,	  and	  now,	  curating	  Dress	  Stories	  in	  2012	  is	  how	  I	  “do”	  feminism	  in	  my	  

40s.	  	  Curating	  now	  provides	  me	  with	  a	  negotiated,	  interstitial	  space	  to	  be	  committed	  to	  

poststructural	  feminist	  practice.	  As	  Dicker	  and	  Piepmier	  (2003)	  point	  out,	  “[o]ne	  way	  that	  the	  
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third	  wave	  distinguishes	  itself	  from	  the	  second	  wave	  is	  through	  its	  emphasis	  on	  paradox,	  

conflict,	  multiplicity,	  and	  messiness”	  (p.	  16).	  	  The	  Dress	  Stories	  exhibition	  offered	  visitors	  a	  

glimpse	  into	  the	  messiness	  of	  my	  feminist	  practice.	  Third	  wave	  feminism	  is	  a	  call	  for	  feminists	  to	  

be	  politically	  conscious	  and	  collectively	  engaged	  to	  address	  injustice	  in	  the	  realities	  of	  the	  21st	  

century.	  	  The	  Dress	  Stories	  exhibition	  allowed	  for	  a	  critical	  space	  to	  address	  injustice	  in	  the	  

realities	  of	  my	  gendered	  experience	  as	  a	  mother	  and	  as	  a	  daughter.	  Third	  wave	  feminism	  is	  

often	  informed	  by	  postmodern	  or	  poststructural	  theories	  of	  identity	  and	  subjectivities.	  	  Kinser	  

(2004)	  suggests	  she	  is	  a	  Mid	  Wave	  feminist	  situated	  between	  the	  second	  and	  third	  waves	  of	  her	  

identity	  spaces.	  	  Rather	  than	  call	  myself	  a	  Mid	  Waver,	  I	  like	  the	  metaphor	  of	  mapping	  the	  waves	  

of	  my	  feminism	  across	  the	  uncharted	  territory	  of	  my	  becoming.	  I	  acknowledge	  the	  ways	  second	  

and	  third	  wave	  voices	  have	  shaped	  my	  feminist	  voice	  and	  point	  me	  towards	  feminist	  

poststructuralism.	  	  

	  

Listening	  for	  Her-‐stories	  

I	  have	  been	  navigating	  the	  waves	  for	  the	  last	  thirty	  years,	  always	  listening	  for	  women’s	  

stories.	  	  I	  began	  listening	  for	  feminist	  narrative	  in	  my	  inquiry	  by	  studying	  feminist	  oral	  history	  as	  

a	  means	  to	  construct	  feminist	  identity.	  Reinharz	  (1992)	  posits	  because	  feminist	  oral	  history	  

originates	  from	  the	  vantage	  point	  of	  women,	  in	  their	  own	  words,	  it	  has	  the	  potential	  to	  un-‐

mute,	  make	  visible,	  question	  conventional	  heroes,	  bring	  women	  into	  history,	  revise	  history,	  

make	  women	  central	  to	  historical	  interpretations,	  pay	  tribute	  to	  women	  we	  admire,	  
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acknowledge	  and	  value	  women’s	  lives	  and	  right	  injustices,	  while	  improving	  history.	  	  As	  I	  gained	  

practical	  experience	  in	  graduate	  school	  conducting	  oral	  histories,	  transcribing	  interview	  

transcripts,	  and	  even	  earning	  an	  oral	  history	  certificate,	  I	  was	  left	  with	  uncertainties	  about	  the	  

ways	  I	  could	  actually	  use	  women’s	  words	  in	  my	  research	  and	  the	  feminist	  standpoints	  

(Ferguson,	  1993;	  Gluck	  &	  Patai,	  1991)	  they	  capture	  as	  data.	  	  I	  could	  tell	  stories	  of	  the	  women	  in	  

my	  family	  wearing	  their	  clothes,	  but	  how	  might	  those	  stories	  improve	  history	  or	  model	  activist	  

curating?	  

	  
Moving	  Beyond	  Standpoints	  

I	  began	  to	  realize	  I	  was	  not	  as	  interested	  in	  feminist	  oral	  history’s	  ability	  to	  collect	  

universal	  truths,	  grand	  narratives,	  and	  totalizing	  facts	  about	  women’s	  lives,	  or	  the	  opportunities	  

to	  make	  visible	  the	  invisibility	  of	  the	  experiences	  of	  all	  women.	  	  Instead,	  I	  felt	  called	  to	  budge	  

the	  positionality	  in	  my	  paradigmatic	  assumptions	  from	  structuralism	  to	  poststructuralism	  and	  

its	  commitment	  to	  reflexive	  critique	  of	  gender,	  identity,	  and	  experience.	  	  Yet,	  I	  was	  not	  

convinced	  my	  research	  should	  only	  strive	  to	  record	  women’s	  voices,	  to	  give	  women	  voice,	  to	  

allow	  for	  women’s	  voices	  to	  be	  heard.	  	  Cosgrove	  (2003)	  agrees,	  

	  

The	  issue	  is	  not	  with	  standpoint	  theory	  or	  with	  the	  metaphor	  of	  voice	  per	  se.	  	  Rather,	  
the	  problem	  is	  that	  the	  implicit	  assumption	  made	  about	  gender,	  experience,	  and	  
identity	  do	  not	  allow	  for	  an	  analysis	  of	  the	  complexity	  of	  power	  relations	  of	  which	  
gender,	  identity,	  and	  experience	  are	  embedded.	  (pp.	  89-‐90)	  
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I	  realize	  it	  is	  the	  “embeddedness”	  Cosgrove	  (2003)	  speaks	  of	  that	  is	  in	  fact,	  speaking	  to	  me	  as	  

researcher,	  where	  I	  can	  be	  vulnerable	  enough	  to	  move	  from	  standpoints,	  to	  standing	  alone	  in	  

relation,	  standing	  undressed,	  while	  being	  uncertain-‐in	  deep	  reflexive	  critique.	  	  Instead	  of	  

questioning	  how	  I	  would	  use	  other	  women’s	  words,	  to	  better	  understand	  my	  identity,	  I	  began	  

to	  envision	  ways	  I	  could	  be	  used	  by	  my	  own	  words	  to	  understand	  my	  shifting	  identity	  along	  

with	  my	  curating,	  my	  curricula,	  and	  pedagogical	  practices.	  	  	  

	  

To	  Care	  and	  Be	  Cared	  For	  

In	  an	  inquiry	  about	  curating,	  and	  “caring	  for”	  objects,	  narratives,	  and	  identity	  

construction,	  it	  seems	  essential	  to	  explore	  questions	  of	  how	  do	  we	  learn	  to	  care	  and	  learn	  what	  

caring	  means	  in	  our	  lived	  experiences.	  These	  questions	  are	  posed	  throughout	  Nel	  Noddings’	  

work	  (1984,	  1992,2001,2002a,	  2002b,	  2003,	  2005,	  2006)	  which	  asserts	  an	  ethics	  of	  caring	  must	  

be	  learned	  and	  nurtured	  to	  develop	  a	  compassionate,	  empathetic,	  and	  moral	  society.	  	  “In	  order	  

to	  respond	  as	  a	  genuine	  carer,	  one	  does	  have	  to	  empty	  the	  soul	  of	  its	  contents”	  (Noddings,	  

1992,	  p.	  17).	  As	  human	  beings	  we	  want	  to	  care	  and	  to	  be	  cared	  for	  (Noddings,	  1984),	  but	  I	  am	  

forced	  to	  ask	  how	  might	  care	  theory	  inform	  the	  curatorial?	  	  To	  care	  and	  be	  cared	  for	  are	  

fundamental	  human	  needs.	  	  Noddings	  (1992)	  suggests,	  	  

	  

In	  infancy	  illness,	  or	  old	  age,	  the	  need	  is	  urgent	  and	  pervasive;	  we	  need	  caregiving,	  and	  
we	  need	  the	  special	  attitude	  of	  caring	  that	  accompanies	  the	  best	  caregiving	  if	  we	  are	  to	  
survive	  and	  be	  whole.	  (p.	  xi)	  
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Why	  should	  we	  care	  about	  caring	  and	  how	  might	  caring	  make	  us	  whole?	  	  What	  are	  the	  

similarities	  between	  caring	  for	  self,	  caring	  for	  other,	  caring	  for	  the	  human-‐made	  world,	  caring	  

for	  ideas,	  and	  caring	  for	  objects?	  Caring	  is	  a	  way	  of	  being	  in	  relation	  with	  others,	  not	  a	  set	  of	  

specific	  behaviors	  (Noddings,	  1992).	  	  

Caring	  involves	  stepping	  into	  the	  other’s	  shoes	  and	  referencing	  your	  lived	  experience	  in	  

relation	  to	  the	  other	  (Noddings,	  1984),	  or	  searching	  for	  “feeling	  with”	  moments	  (p.	  30).	  	  In	  the	  

Dress	  Stories	  exhibition,	  I	  placed	  Elizabeth’s	  booties	  next	  to	  my	  first	  pair	  of	  baby	  shoes	  to	  help	  

render	  the	  idea	  that	  this	  is	  a	  traveling	  story	  of	  mothers	  and	  daughters.	  	  As	  a	  costume	  curator	  I	  

don’t	  just	  step	  into	  another’s	  shoes,	  but	  also	  their	  clothing	  as	  a	  way	  to	  be	  in	  relation	  within	  the	  

curatorial.	  I	  question	  how	  does	  a	  caring	  relationship	  with	  another	  human	  being	  inform	  a	  

curator’s	  ability	  to	  care	  for	  another	  human	  being’s	  objects?	  In	  a	  caring	  relation	  between	  two	  

human	  beings,	  there	  is	  a	  carer	  and	  a	  recipient	  of	  care,	  or	  cared—for	  (Noddings,	  1992).	  	  In	  

curating,	  the	  curator	  is	  a	  carer	  and	  the	  objects	  are	  the	  cared—for	  in	  the	  relationship,	  and	  this	  

relationship	  comes	  with	  a	  set	  of	  specific	  behaviors.	  	  Noddings	  (1984)	  challenges	  readers	  to	  

locate	  turning	  points	  within	  caring	  relationships,	  where,	  “we	  must	  at	  the	  right	  moments	  turn	  

away	  from	  the	  abstract	  toward	  which	  it	  tends	  and	  back	  to	  the	  concrete.	  	  At	  times	  we	  must	  

suspend	  it	  in	  favor	  of	  subjective	  thinking	  and	  reflection,	  allowing	  time	  and	  space	  for	  seeing	  and	  

feeling.”	  (p.	  26,	  italics	  in	  original).	  	  	  
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Is	  it	  Natural	  to	  Care?	  

Noddings	  (1984)	  claims	  her	  view	  of	  caring	  is	  feminine,	  in	  receptivity,	  relatedness,	  and	  

responsiveness,	  based	  on	  natural	  caring,	  as	  in	  the	  care	  of	  a	  mother	  for	  her	  child.	  	  The	  Dress	  

Stories	  exhibition	  interrogated	  the	  ways	  I	  care	  for	  my	  daughter,	  and	  the	  ways	  my	  mother	  cared	  

for	  me.	  Noddings	  (1984)	  adds:	  

	  

Our	  relation	  to	  our	  children	  is	  not	  governed	  first	  by	  the	  ethical	  but	  by	  natural	  caring.	  	  
We	  love	  not	  because	  we	  are	  required	  to	  love,	  but	  because	  our	  natural	  relatedness	  gives	  
natural	  birth	  to	  love.	  	  It	  is	  this	  love,	  this	  natural	  caring,	  that	  make	  the	  ethical	  possible.	  (p.	  
43)	  	  	  
	  
	  

Women	  are	  not	  inherently	  good,	  or	  loving,	  or	  nurturing,	  just	  because	  they	  are	  women.	  	  But,	  the	  

reality	  is	  historically,	  women	  have	  performed	  as	  care	  givers.	  Noddings	  (1984)	  outlines	  the	  

history	  of	  women	  assuming	  the	  role	  of	  natural	  caregiving.	  	  While	  I	  understand	  the	  idea	  of	  

natural	  care,	  I	  continue	  to	  struggle	  with	  the	  ways	  I	  came	  to	  caring	  in	  my	  lived	  experience.	  	  	  

	  

Re(producing)	  Ourselves	  

William	  Pinar	  (1994)	  challenges	  educators	  to	  consider	  how	  their	  past	  informs	  and	  

“hovers	  over	  the	  present”	  (p.	  21).	  As	  I	  consider	  the	  encounters	  of	  my	  past	  and	  present,	  there	  is	  

a	  presence	  that	  informs	  this	  inquiry.	  I	  wanted	  to	  curate	  the	  artifacts	  that	  might	  reproduce	  the	  

story	  of	  my	  caring	  for	  Elizabeth.	  Brogden	  (2008)	  considers	  artifacts	  and	  calls	  them	  “sites/sights	  

of	  identity	  negotiation”	  (p.	  855).	  	  As	  I	  look	  for	  sites	  and	  sightings	  within	  my	  own	  collections,	  I	  
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realize	  I	  am	  buried	  in	  possessions,	  buried	  in	  stuff.	  I	  continue	  to	  look	  for	  ways	  to	  dig	  out.	  

Brogden	  (2008)	  adds,	  “[r]eassembling	  my	  memories	  in	  view	  of	  these	  archeological	  traces,	  new	  

ideas	  present	  themselves	  and	  new	  spaces	  of	  uncertainty	  arise”	  (p.	  854).	  	  I	  realized	  I	  had	  to	  

render	  how	  I	  dwell	  in	  uncertainty	  with	  my	  collecting.	  Chodorow	  (1999)	  asks	  how	  women	  create	  

and	  recreate	  the	  mother-‐daughter	  relationship,	  because	  it	  contributes	  to	  the	  creation	  and	  

experience	  of	  self:	  

	  

I	  along	  with	  many	  other	  feminists	  in	  my	  generation,	  did	  not	  in	  our	  20s	  and	  early	  30s	  
adequately	  understand	  how	  mothering	  is	  actually	  experienced	  (in	  all	  its	  particularized	  
individual	  forms),	  and	  many	  of	  us	  were	  ourselves	  not	  prepared	  for	  the	  powerful,	  
transformative	  claims	  that	  motherhood	  would	  make	  upon	  our	  identities	  and	  sense	  of	  
self.	  (p.	  xviii)	  
	  
	  

As	  I	  find	  myself	  performing	  motherhood,	  and	  in	  relation	  to	  my	  own	  mother,	  I	  locate	  my	  

subjectivities	  in	  the	  ways	  I	  reproduce	  mothering	  in	  my	  curating.	  	  When	  I	  first	  conceived	  the	  

Dress	  Stories	  exhibition,	  I	  did	  not	  adequately	  understand	  how	  mothering	  informed	  the	  

curriculum	  and	  pedagogy	  of	  my	  curator,	  artist,	  research,	  and	  teacher	  identities.	  In	  Bittermilk,	  

Madeleine	  Grumet	  (1988)	  calls	  for	  female	  educators	  to	  recognize	  both	  their	  private	  and	  public	  

living:	  

	  

They	  go	  back	  and	  forth	  between	  the	  experience	  of	  domesticity	  and	  the	  experience	  of	  
teaching,	  between	  being	  with	  one’s	  own	  children	  and	  being	  with	  the	  children	  of	  others,	  
between	  being	  the	  child	  of	  one’s	  own	  mother	  and	  the	  teacher	  of	  another	  mother’s	  
child,	  between	  feeling	  and	  form,	  family	  and	  colleagues.	  (p.	  xv)	  
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Grumet	  (1988)	  reflects	  on	  her	  own	  experience	  being	  a	  mother,	  and	  how	  her	  children’s	  arrival	  

and	  presence	  in	  her	  life	  both	  interrupted	  her	  work	  and	  made	  it	  possible.	  	  Elizabeth’s	  birth	  and	  

presence	  in	  my	  life	  interrupted	  my	  work	  and	  made	  it	  possible.	  	  As	  I	  began	  to	  locate	  my	  own	  

reproductive	  history	  in	  my	  curating,	  art	  making,	  theory,	  and	  teaching,	  I	  tried	  to	  make	  sense	  of	  

my	  work	  as	  a	  mother	  and	  daughter.	  Grumet	  (1988)	  asserts,	  “I	  want	  to	  argue	  that	  what	  is	  most	  

fundamental	  to	  our	  lives	  as	  men	  and	  women	  sharing	  a	  moment	  on	  this	  planet	  is	  the	  process	  and	  

experience	  of	  reproducing	  ourselves”	  (p.	  4,	  italics	  in	  the	  original).	  As	  a	  curator	  doing	  

autobiographical	  curating,	  I	  was	  reproducing	  myself	  while	  reproducing	  the	  story	  of	  reproducing.	  

The	  Dress	  Stories	  exhibition	  was	  a	  visualization	  of	  my	  living	  as	  a	  mother	  between	  two	  worlds.	  

For	  Grumet	  (1988)	  the	  dining	  room	  table	  became	  the	  center	  for	  her	  research	  because	  of	  its	  

proximity	  to	  the	  life	  carried	  on	  in	  her	  home.	  For	  me,	  curating	  took	  place	  on	  my	  kitchen	  table,	  

because	  of	  its	  proximity	  to	  the	  life	  carried	  on	  in	  my	  home.	  There,	  in	  the	  kitchen,	  I	  could	  ask	  

myself	  difficult	  questions	  about	  my	  relationship	  to	  my	  child.	  Grumet	  (1988)	  shares,	  “[t]his	  child	  

is	  mine,	  this	  child	  is	  me”	  (p.	  10).	  I	  think	  about	  the	  ways	  Elizabeth	  is	  mine	  and	  Elizabeth	  is	  me.	  

“What	  it	  means	  to	  be	  mine,	  to	  be	  me,	  depends	  on	  the	  way	  each	  speaker	  knows	  herself”	  

(Grumet,	  1988,	  p.	  11).	  In	  order	  to	  know	  myself,	  I	  had	  to	  recollect	  on	  my	  own	  childhood	  and	  

Elizabeth’s	  childhood.	  I	  had	  to	  go	  deeper	  into	  my	  dwellings,	  in	  the	  real	  places	  where	  I	  love	  and	  

labor	  as	  a	  curator	  and	  teacher	  and	  where	  I	  perform	  mothering	  and	  housework	  as	  a	  central	  part	  

of	  my	  female	  experience.	  	  But	  in	  troubling	  the	  work,	  might	  I	  change	  it,	  reveal	  it?	  	  Would	  
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anybody	  care	  if	  I	  did?	  Grumet	  (1988)	  pushes	  back	  against	  such	  self-‐doubt:	  

	  

Convinced	  that	  we	  are	  too	  emotional,	  too	  sensitive,	  and	  that	  our	  work	  as	  mothers	  or	  
housewives	  is	  valued	  only	  by	  our	  immediate	  families,	  we	  hide	  it,	  and	  like	  Eve	  forbidden	  
to	  know	  and	  teach	  what	  she	  has	  directly	  experienced,	  we	  keep	  that	  knowledge	  of	  
ourselves	  as	  we	  dispense	  the	  curriculum	  to	  the	  children	  of	  other	  women.	  (p.	  28)	  
	  
	  

I	  realize	  I	  have	  hid	  my	  work	  as	  a	  mother	  and	  housewife	  from	  my	  students	  and	  I	  have	  left	  

motherhood	  stories	  out	  of	  the	  curriculum	  I	  teach.	  	  I	  began	  to	  think	  about	  the	  ways	  I	  have	  and	  

haven’t	  incorporated	  clothing	  objects	  of	  motherhood	  into	  my	  teaching	  identity	  before	  the	  

inquiry.	  Our	  identities	  change	  and	  shift	  through	  our	  behaviors	  and	  experiences.	  	  Our	  clothing	  

can	  become	  a	  medium	  of	  communication	  contributing	  to	  the	  total	  configuration	  of	  the	  self	  

within	  our	  social	  structures	  (Kidwell	  &	  Steele,	  1989;	  Roach-‐Higgins	  &	  Eicher,	  1995).	  	  The	  

meaning	  of	  dress	  is	  complex	  and	  reflects	  our	  human	  behavior.	  According	  to	  Kerry	  Freedman	  

(2003),	  an	  important	  aspect	  of	  visual	  culture	  is	  its	  effect	  on	  our	  identity	  construction.	  

“Education	  is	  a	  process	  of	  identity	  formation	  because	  we	  change	  as	  we	  learn;	  our	  learning	  

changes	  our	  subjective	  selves”	  (p.	  2).	  	  Moreover,	  Deborah	  Smith-‐Shank	  (2004)	  calls	  for	  us	  to	  

connect	  contexts	  as	  collateral	  experience,	  “[c]ollateral	  experience	  forces	  us	  to	  make	  sense	  of	  

any	  new	  phenomena	  from	  our	  own	  point	  of	  view”	  (p.	  x).	  	  Curating	  Dress	  Stories	  allowed	  me	  to	  

use	  my	  clothing	  as	  a	  way	  to	  render	  the	  shifts	  in	  my	  identity	  as	  an	  art	  educator	  and	  a	  mother.	  
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Hiding	  Our	  Work	  

I	  am	  left	  thinking	  how	  I	  might	  alter	  the	  curriculum	  working	  with	  art	  education	  preservice	  

students	  in	  their	  20s	  and	  30s	  to	  more	  fully	  reconsider	  reproduction,	  to	  make	  it	  accessible	  to	  

others.	  	  In	  alignment	  with	  this,	  Grumet	  (1988)	  calls	  for	  a	  feminization	  of	  our	  pedagogy:	  

	  

We	  would	  need	  to	  interrupt	  our	  reproductive	  experience	  (procreation	  and	  nurturance)	  
and	  our	  productive	  practice	  (curriculum	  and	  teaching)	  each	  through	  the	  other’s	  terms,	  
not	  obliterating	  the	  differences	  between	  them	  but	  naming	  their	  contradictions	  and	  
reconceiving	  our	  commitment	  to	  the	  care	  and	  education	  of	  children.	  (p.	  29)	  

	  

How	  might	  I	  bring	  my	  collections	  and	  clothing	  out	  of	  the	  closets	  of	  my	  living	  into	  my	  museum	  

galleries	  and	  art	  classroom	  to	  make	  the	  hidden	  visible?	  What	  would	  these	  spaces	  mean	  to	  my	  

curriculum	  and	  pedagogy?	  	  Grumet	  (1988)	  calls	  for	  our	  own	  spaces:	  	  

	  

We	  teachers	  hide	  the	  work	  we	  care	  about	  in	  our	  own	  classrooms	  just	  as	  artists	  stack	  it	  in	  
their	  attics.	  	  ‘Behind	  the	  classroom	  door’	  used	  to	  be	  the	  phrase	  that	  stood	  for	  the	  
domain	  where	  the	  teacher	  ran	  the	  show.	  	  The	  closing	  of	  the	  door,	  the	  drawing	  of	  the	  
line:	  Now	  it	  begins.	  	  This	  is	  what	  matters.	  	  Now	  we	  are	  together.	  	  This	  is	  our	  space.	  (p.	  
91)	  
	  
	  

The	  Dress	  Stories	  exhibition	  offered	  a	  precious	  space,	  a	  gallery	  space	  of	  my	  own	  to	  render	  the	  

relations	  of	  reproduction	  and	  production,	  of	  parenting	  and	  pedagogy.	  Behind	  the	  closed	  door	  

of	  my	  Closet	  of	  Curiosities,	  I	  was	  able	  to	  keep	  hidden	  the	  objects	  that	  matter	  to	  me,	  and	  invite	  

visitors	  to	  open	  the	  door	  into	  an	  intimate	  space.	  	  I	  installed	  my	  private	  home	  in	  the	  public	  
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gallery.	  Grumet	  (1988)	  adds:	  	  

	  

Home	  is	  mapped	  on	  coordinates	  of	  physical	  intimacy:	  the	  rhythm	  of	  feet	  on	  the	  stairs,	  
the	  sound	  of	  breathing,	  the	  cough	  in	  the	  night.	  The	  jacket	  draped	  over	  the	  chair,	  the	  
laughter,	  and	  the	  warm	  forehead	  are	  moments	  of	  a	  child’s	  presence	  that	  displace	  the	  
sight	  of	  her	  as	  the	  primordial	  sensation	  of	  the	  other.	  (p.	  103)	  	  
	  
	  

I	  draped	  my	  bathrobe	  from	  home	  over	  the	  closet	  door,	  leaving	  some	  visitors	  to	  think	  the	  closet	  

was	  empty.	  	  But	  it	  wasn’t	  empty.	  	  Weber	  (2004)	  asks,	  “Who	  decides	  what	  a	  robe,	  a	  simple	  piece	  

of	  cloth	  means?”	  (p.	  104).	  Like	  Grumet’s	  (2004)	  interrogation	  of	  her	  robe,	  my	  pink	  bathrobe	  “is	  

a	  robe	  I	  write	  in,	  not	  about”	  (p.	  90),	  but	  now	  it	  becomes	  a	  robe	  I	  curate,	  amongst	  hundreds	  of	  

artifacts	  of	  my	  lived	  experience.	  	  The	  closet	  I	  installed	  in	  the	  Dress	  Stories	  exhibition	  was	  filled	  

with	  years	  of	  my	  collecting	  and	  becoming.	  	  It	  was	  an	  opportunity	  to	  open	  the	  door	  on	  the	  things	  

I	  hide	  behind,	  the	  things	  I	  struggle	  to	  understand	  as	  a	  woman.	  	  My	  pink	  bathrobe	  let	  visitors	  to	  

the	  exhibition	  know	  who	  I	  am	  (Weber,	  2004)	  as	  a	  daughter	  of	  a	  collector,	  who	  is	  the	  daughter	  

of	  a	  collector,	  who	  is	  the	  daughter	  of	  a	  collector.	  	  

	  

Thinking	  through	  Our	  Mothers	  

	   Grumet	  (1988)	  turns	  to	  Virginia	  Woolf’s	  (1929)	  A	  Room	  of	  One’s	  Own	  to	  assert	  “We	  

think	  back	  through	  our	  mothers,	  if	  we	  are	  women”	  (p.	  183).	  	  Thinking	  through	  our	  mothers	  is	  an	  

archeology	  of	  our	  relationship	  to	  our	  mothers.	  I	  appreciate	  Grumet’s	  (1988)	  caution	  in	  the	  

following	  statement:	  	  



	  

66	  
	  

What	  the	  young	  woman	  discovers	  is	  that	  there	  are	  no	  empty	  houses,	  only	  those	  houses	  
our	  mothers	  left	  us.	  	  And	  the	  phantoms	  can’t	  be	  easily	  routed,	  for	  they	  travel	  within	  is.	  	  
And	  the	  difference	  that	  Woolf	  resolves	  to	  understand	  is	  not	  the	  difference	  between	  but	  
the	  difference	  within.	  (p.	  187)	  
	  
	  

The	  task	  of	  thinking	  through	  our	  mothers	  is	  not	  aimed	  at	  rejecting	  them,	  but	  rather,	  “how	  to	  be	  

separate	  and	  still	  recognize	  them	  in	  us,	  us	  in	  them,	  and	  us	  in	  each	  other”	  (Grumet,	  1988,	  p.	  

191).	  I	  think	  about	  my	  mother’s	  house,	  or	  Paula’s	  home,	  and	  I	  wonder	  what	  thinking	  back	  

through	  my	  mother	  might	  mean	  to	  me,	  as	  a	  woman	  curator,	  artist,	  researcher,	  and	  teacher.	  	  “It	  

invites	  us	  to	  recollect,	  to	  re-‐collect	  the	  process	  of	  our	  own	  formation.”	  (Grumet,	  1988,	  p.	  191).	  	  

So	  much	  of	  who	  I	  am	  in	  the	  world	  was	  shaped	  and	  continues	  to	  be	  shaped	  by	  my	  mother.	  But	  

moreover,	  thinking	  through	  my	  mother	  invites	  me	  to	  recollect,	  to	  re-‐collect	  the	  process	  of	  my	  

daughter’s	  formation.	  I	  wonder	  how	  my	  daughter	  has	  already	  thought	  through	  me?	  	  “Too	  often	  

we	  give	  up.	  	  We	  stop	  trying	  to	  tell	  our	  mothers	  who	  we	  are,	  and	  sometimes	  they	  leave	  us	  

before	  we	  find	  out”	  (Grumet,	  1988,	  p.	  192).	  Rather,	  this	  inquiry	  allows	  for	  curating	  as	  I	  think	  

back	  through	  my	  mother,	  and	  her	  mother,	  and	  her	  mother’s	  mother.	  	  But	  it	  was	  more	  than	  a	  

quest	  to	  find	  my	  self	  and	  voice	  (Belenky,	  Clinchy,	  Goldberger	  &	  Tarule,	  1986),	  the	  inquiry	  

marked	  an	  opportunity	  to	  move	  beyond	  my	  female	  subjectivities,	  to	  articulate	  and	  render	  self-‐

understanding	  (Ferguson,	  1993).	  
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Catching	  another	  Wave	  

Poststructuralism	  challenges	  me	  to	  trouble	  and	  analyze	  the	  embeddedness	  in	  my	  

inquiries	  and	  ways	  of	  knowing.	  	  Patti	  Lather	  (1991)	  calls	  for	  poststructural	  opportunities	  to	  be	  

self-‐conscious,	  self-‐contradictory,	  and	  self-‐undermining,	  where	  self-‐interrogation	  and	  critique	  

can	  lead	  to	  enlightened	  action.	  	  I	  find	  myself	  seeking	  opportunities	  to	  be	  reflexive	  in	  the	  ways	  I	  

structure	  and	  build	  my	  curator/artist/researcher/teacher	  inquiry.	  	  Villaverde	  (2007)	  notes	  

reflexivity	  is	  “a	  critical	  awareness	  of	  the	  researcher’s	  engagement	  or	  participation	  in	  the	  inquiry	  

process	  and	  of	  her	  or	  his	  epistemological	  choices	  in	  the	  research	  design,	  implementation,	  and	  

articulation”	  (p.	  104).	  	  I	  enter	  into	  reflexive	  spaces,	  into	  my	  closet	  of	  curiosities	  as	  a	  curator,	  

artist,	  researcher,	  and	  teacher	  to	  analyze	  my	  curating	  practices	  and	  transform	  my	  curating	  

curriculum	  and	  pedagogy	  within	  the	  codes	  of	  art	  education.	  

As	  Villaverde	  (2007)	  notes,	  “[t]he	  researcher’s	  subjectivity	  is	  constructed	  through	  

reflexive	  engagement	  with,	  and	  critical	  analysis	  of,	  the	  self	  through	  multifaceted	  theorizing	  of	  

ideologies,	  lived	  experience,	  and	  proleptic	  (not-‐yet)	  visions”	  (p.	  109).	  	  I	  enter	  into	  reflexive	  

engagements	  into	  the	  inquiry	  as	  I	  offer	  accounts	  of	  my	  ways	  of	  being	  and	  knowing	  as	  a	  curator,	  

artist,	  researcher,	  and	  teacher	  and	  poststructuralism	  provides	  the	  paths	  to	  proceed	  and	  new	  

ways	  to	  see.	  
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New	  Ways	  of	  Seeing	  

Gannon	  and	  Davis	  (2007)	  assert	  poststructuralist	  research	  is	  always	  an	  account	  from	  

somewhere,	  sometime,	  and	  someone	  written	  for	  a	  specific	  purpose	  and	  audience.	  	  In	  my	  

inquiry,	  my	  account	  is	  situated	  in	  my	  public	  and	  private	  curatorial	  and	  teaching	  spaces,	  as	  I	  look	  

back	  and	  look	  forward,	  through	  my	  own	  autobiography	  for	  the	  purpose	  of	  exploring	  my	  

relationship	  to	  my	  mother,	  my	  daughter,	  and	  my	  clothing	  collection,	  and	  the	  possibilities	  such	  

work	  opens	  up	  for	  the	  field	  of	  art	  education,	  an	  art	  education	  that	  pulls	  back	  the	  curtain	  on	  

how	  we	  collect	  and	  curate	  curriculum	  based	  on	  autobiographical	  and	  aesthetic	  priorities.	  

Poststructuralism	  for	  me,	  is	  not	  just	  about	  having	  the	  power	  to	  see,	  but	  also	  the	  power	  to	  

produce	  new	  ways	  of	  seeing	  my	  curator	  accounts	  and	  actions.	  	  I	  ascribe	  to	  poststructuralism	  in	  

my	  inquiry	  specifically	  because	  of	  its	  potential	  to	  enable	  alternative	  ways	  of	  seeing	  and	  doing	  

discourse	  (St.	  Pierre	  &	  Pillow,	  2000).	  	  I	  ask	  what	  could	  alternative,	  poststructuralist	  curating	  

look	  like,	  and	  how	  could	  it	  change	  our	  ways	  of	  seeing	  and	  the	  articulation	  of	  what	  we	  see,	  say	  

and	  do?	  	  Poststructuralist	  language	  has	  a	  constitutive	  and	  deconstructive	  power	  for	  what	  we	  

say	  and	  do	  as	  curator,	  artist,	  researcher,	  and	  teacher	  and	  opened	  possibilities	  for	  

recontextualization	  of	  theory	  into	  practice	  in	  the	  inquiry.	  	  Villaverde	  (2007)	  argues	  that	  

researchers	  need	  to	  translate	  theory	  into	  action,	  whether	  in	  the	  form	  of	  internal	  transformation	  

or	  of	  social	  transformation.	  	  I	  worked	  to	  invite	  both	  internal	  and	  social	  transformation	  in	  the	  

inquiry	  in	  my	  curatorial	  actions	  and	  in	  the	  ways	  I	  deconstructed	  curatorial	  texts.	  	  
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Reading	  and	  Deconstructing	  Texts	  

For	  me,	  curating	  is	  so	  familiar,	  but	  it	  requires	  me	  to	  be	  vulnerable	  and	  open	  to	  the	  

painful	  and	  difficult	  task	  of	  reading	  my	  curatorial	  texts	  and	  how	  in	  experiencing	  and	  feeling	  

estrangement,	  I	  might	  shift	  interpretive	  foci	  on	  the	  texts	  that	  construct	  and	  reconstruct	  my	  Self.	  

I	  asked	  what	  would	  it	  mean	  to	  work	  the	  ruins	  of	  the	  texts	  I	  had/have,	  of	  the	  texts	  I	  knew/know,	  

and	  what	  are	  the	  possibilities	  of	  my	  readings	  to	  action	  and	  my	  becoming	  undone	  (St.	  Pierre	  &	  

Pillow,	  2000)?	  I	  slowly	  begin	  to	  weave	  together	  the	  connections	  between	  working	  a	  text,	  

working	  the	  ruins,	  and	  working	  a	  collection,	  in	  this	  case,	  my	  collection	  of	  clothing	  as	  a	  way	  to	  

understand	  what	  is	  known	  and	  unknown.	  My	  storage	  tubs	  act	  as	  texts,	  my	  collections	  act	  as	  

texts,	  and	  clothing	  acts	  as	  a	  text	  of	  my	  self-‐construction	  within	  the	  historical	  present.	  As	  a	  

curator,	  I	  work	  to	  reveal,	  read,	  and	  render	  my	  deconstructed	  texts	  in	  the	  Dress	  Stories	  

exhibition,	  but	  the	  tensions	  remain	  as	  I	  think	  about	  the	  things	  we	  hand	  down.	  

	  

Binary	  Oppositions	  

I	  began	  deconstructing	  the	  binary	  of	  curator/artist	  in	  order	  to	  situate	  myself	  as	  a	  

curator,	  artist,	  researcher,	  and	  teacher	  within	  binary	  modes	  of	  thinking	  and	  the	  borderlands	  

where	  I	  dwell.	  I	  believe	  knowledge	  is	  constructed	  and	  intertwined	  with	  power	  relations	  and	  

power/knowledge	  constructs	  are	  divided	  as	  binaries.	  Gannon	  and	  Davies	  (2007)	  note,	  “binary	  

modes	  of	  thought	  limit	  and	  constrain	  thinking	  in	  ways	  that	  are	  oppositional	  and	  hierarchical”	  

(p.	  73).	  	  	  The	  inquiry	  provides	  an	  opportunity	  to	  more	  closely	  consider	  the	  effects	  of	  these	  
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binaries	  on	  me	  as	  a	  curator/artist/researcher/teacher.	  But,	  my	  identity	  as	  curator,	  artist,	  

researcher,	  and	  teacher	  are	  not	  at	  binary	  oppositions	  to	  each	  other,	  rather	  they	  push	  against	  

and	  together	  to	  assist	  me	  in	  understanding	  my	  identity	  more	  fully.	  Peters	  and	  Burbules	  (2004)	  

assert	  poststructuralism	  aims	  to	  expose	  structures	  of	  domination	  by	  diagnosing	  

power/knowledge	  relations	  and	  their	  manifestations	  to	  our	  classifications,	  institutions,	  and	  

practices.	  As	  a	  curator	  I	  seek	  opportunities	  to	  diagnose	  the	  power/knowledge	  interrelations	  of	  

my	  curatorial	  work	  and	  the	  way	  power	  is	  exercised	  in	  museum	  classifications,	  institutions,	  and	  

practices.	  	  I	  am	  forced	  to	  consider	  the	  issues	  of	  power	  and	  knowledge	  which	  allow	  me	  to	  have	  

access	  to	  gallery	  spaces,	  access	  to	  collections,	  access	  to	  funding,	  access	  to	  staff	  and	  materials,	  

and	  access	  to	  performing	  the	  curating.	  

Poststructuralism	  requires	  researchers	  to	  examine	  knowledge,	  the	  conditions	  of	  

knowledge,	  and	  the	  knowing	  subject.	  Power	  can	  be	  repressive	  and	  exclusionary,	  but	  it	  can	  also	  

create	  and	  lead	  to	  new	  knowledge	  about	  the	  subject	  and	  the	  self	  through	  dialogues	  and	  

narrative.	  Power	  led	  to	  new	  possibilities	  for	  reflexivity	  for	  me	  to	  consider	  my	  roles	  as	  curator,	  

artist,	  researcher,	  and	  pedagogue.	  I	  had	  the	  power	  as	  curator	  to	  select,	  edit,	  and	  install	  myself	  

in	  the	  Dress	  Stories	  exhibition.	  I	  had	  power	  to	  perform	  as	  a	  kind	  of	  “guerrilla	  curator”	  in	  the	  

exhibition	  space,	  to	  break	  away,	  to	  push	  against	  the	  establishment	  of	  curatorial	  norms,	  to	  

reconsider	  the	  gallery	  spaces	  in	  ways	  that	  would	  disrupt	  the	  display	  of	  my	  dresses,	  and	  to	  allow	  

for	  clutter	  and	  messiness,	  which	  went	  against	  institutional	  practice.	  Gannon	  and	  Davies	  (2007)	  

argue	  while	  binaries	  may	  appear	  to	  be	  orderly,	  they	  can	  in	  fact	  conflate	  with	  one	  another,	  
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allowing	  for	  a	  deconstruction	  of	  their	  nuances	  and	  possible	  meanings	  stating,	  “Feminist	  

deconstructive	  writing	  searches	  for	  ways	  to	  disrupt	  the	  grip	  that	  binaries	  have	  on	  thought	  and	  

identity”	  (p.	  75).	  Early	  in	  the	  inquiry,	  I	  identified	  binary	  opposites	  situated	  in	  spaces	  and	  slashes	  

between	  words	  that	  spoke	  to	  me	  in	  the	  inquiry	  such	  as:	  certainty/uncertainty,	  

packing/unpacking,	  private/public,	  mother/daughter,	  clothed/naked,	  clean/dirty,	  dry/wet,	  

illness/wellness,	  function/dysfunction,	  order/disorder,	  sight/blindness,	  accession/deaccession,	  

and	  keep/release,	  and	  I	  worked	  to	  conflate	  them	  with	  one	  another.	  I	  appreciate	  the	  idea	  that	  

binaries	  are	  not	  in	  fact	  fixed	  and	  limited,	  but	  rather	  that	  they	  can	  be	  opened	  up,	  unpacked,	  and	  

revised.	  Judith	  Butler	  (2004)	  suggests,	  “calling	  terms	  into	  question	  doesn’t	  mean	  debunking	  

them	  but	  leads	  rather	  to	  their	  revitalization”	  (p.	  178).	  I	  revitalized	  binary	  terms	  in	  the	  inquiry	  

allowing	  me	  to	  locate	  new	  meanings	  and	  possibilities	  for	  understanding	  my	  subject	  formation	  

as	  curator,	  artist,	  researcher,	  and	  teacher	  and	  more	  importantly,	  I	  engaged	  visitors	  in	  a	  

discourse	  surrounding	  the	  new	  meanings	  and	  possibilities	  in	  my	  curating	  binary	  opposites	  in	  the	  

gallery	  space.	  

	  

Discursive	  Dialogues	  for	  My	  Daughter	  

According	  to	  Peters	  and	  Burbules	  (2004),	  “[p]ostructuralism	  emphasizes	  the	  self-‐

undermining	  and	  self-‐deconstructing	  character	  of	  discourse”	  (p.	  5).	  It	  places	  importance	  on	  

narrative	  emphasizing	  changes,	  transformations,	  repetitions,	  and	  discontinuities.	  I	  trouble	  the	  

idea	  of	  how	  poststructuralism	  calls	  to,	  for,	  and	  out	  researchers	  to	  be	  framed	  and	  enframed	  in	  
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their	  dialogues	  and	  to	  bring	  forth	  understanding	  and	  knowledge	  in	  discursive	  practice.	  If	  

curating	  is	  “becoming	  discourse”	  (O’Neill,	  2007,	  p.	  26),	  then,	  I	  have	  to	  be	  willing	  to	  enter	  those	  

becoming	  discourses	  and	  be	  enframed	  as	  the	  framer	  (Trinh,	  1992)	  of	  my	  curator	  as	  artist	  

identity.	  	  Patti	  Lather	  (1991)	  notes,	  “[i]t	  is	  to	  mark	  the	  belief	  our	  discourse	  is	  the	  meaning	  of	  our	  

longing”	  (p.	  83).	  	  For	  me,	  this	  longing	  allows	  me	  to	  answer	  poststructuralism’s	  call—	  the	  longing	  

organizes	  my	  thinking	  and	  my	  acting.	  I	  have	  to	  ask	  myself	  difficult	  questions	  such	  as	  Why	  do	  I	  

long	  to	  collect	  and	  order	  experiences	  and	  material	  objects?	  Why	  do	  I	  long	  to	  pack,	  order,	  and	  

label	  collections	  in	  tubs?	  How	  do	  my	  longings	  inform	  my	  curricula	  and	  my	  pedagogical	  ordering,	  

collecting,	  and	  representation	  of	  experience	  and	  objects?	  The	  answers	  don’t	  come	  quickly,	  but	  

rather	  continue	  to	  reveal	  themselves	  over	  many	  months	  and	  years	  of	  curating	  the	  inquiry.	  

Elizabeth	  St.	  Pierre	  (2000b)	  states	  discourse	  “can	  never	  be	  just	  linguistic	  since	  it	  organizes	  a	  way	  

of	  thinking	  into	  a	  way	  of	  acting	  in	  the	  world”	  (p.	  485).	  I	  am	  drawn	  to	  the	  idea	  of	  discourse	  

leading	  to	  actions,	  as	  I	  identify	  myself	  as	  a	  curator,	  artist,	  researcher,	  and	  teacher	  and	  envision	  

the	  possibilities	  of	  how	  curating	  could	  be	  exhibited	  as	  an	  act	  of	  identity	  reformation.	  I	  wonder	  

what	  kinds	  of	  discourses	  I	  might	  weave	  together	  in	  my	  curator/artist/researcher/teacher	  

practice.	  In	  the	  beginnings	  of	  the	  inquiry,	  I	  didn’t	  identify	  myself	  as	  a	  weaver	  of	  literal	  threads	  

and	  fibers,	  but	  as	  a	  curator,	  I	  weave	  the	  web	  of	  other	  people’s	  fabric.	  	  

Gannon	  and	  Davies	  (2007)	  argue	  poststructuralism	  “can	  be	  read	  as	  a	  simultaneous	  and	  

constant	  weaving	  and	  unweaving	  of	  how	  we	  think	  and	  what	  we	  do	  and	  say	  in	  feminist	  

research”	  (p.	  73).	  I	  appreciated	  the	  metaphor	  of	  weaving,	  and	  the	  ways	  it	  relates	  to	  the	  clothing	  
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objects	  curated	  and	  wove	  together	  with	  text	  and	  image	  in	  the	  inquiry	  and	  the	  exhibition.	  	  

Gannon	  and	  Davies	  (2007)	  continue,	  

	  

[i]n	  the	  figure	  of	  the	  weaver,	  simultaneously	  weaving	  and	  unweaving	  who	  she	  is,	  we	  ask	  
you	  to	  consider	  the	  stuff	  of	  her	  weaving	  as	  the	  discursive	  threads	  of	  what	  is	  possible	  
(nameable,	  seeable,	  doable,	  speakable,	  writable)	  at	  any	  particular	  time	  and	  place,	  and	  
from	  a	  particular	  situated	  position.	  (p.	  73)	  
	  
	  

This	  kind	  of	  identity	  inquiry	  required	  reflexivity	  into	  the	  very	  fibers,	  the	  warp	  and	  weft	  of	  my	  

situated	  positions	  allowing	  my	  subjectivities	  to	  be	  realized	  (Richardson,	  1997;	  Trinh,	  1989,	  

1991,	  1992).	  	  I	  had	  not	  engaged	  with	  this	  kind	  of	  reflexivity	  or	  identity	  weaving	  before,	  but	  I	  was	  

interested	  in	  the	  possibilities	  of	  curating	  what	  is	  namable,	  seeable,	  doable,	  speakable,	  and	  

writable	  as	  I	  explored	  my	  otherness	  and	  difference	  in	  discursive	  ways.	  

	  

What	  Difference	  Does	  Difference	  Make?	  

Peters	  and	  Burbules	  (2004)	  argue,	  “[i]f	  there	  is	  one	  key	  element	  that	  distinguishes	  

poststructuralism	  it	  is	  the	  notion	  of	  différence”	  (p.	  27,	  italics	  in	  the	  original).	  	  Difference	  is	  a	  

concept	  introduced	  by	  Derrida	  (1978)	  encouraging	  the	  production	  of	  new	  readings	  that	  focus	  

on	  deferral	  and	  displacement	  of	  meaning	  (Gannon	  &	  Davies,	  2007).	  	  Difference,	  or	  the	  

unfolding	  of	  difference,	  is	  related	  to	  the	  limits	  of	  the	  subject.	  Gannon	  and	  Davies	  (2007)	  trace	  

Derrida’s	  difference	  theory	  to	  the	  treatment	  of	  the	  signified	  (the	  concept)	  from	  the	  signifier	  

(the	  word	  representing	  the	  concept)	  and	  assert	  meanings	  emerge	  from	  contexts	  (Gannon	  &	  
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Davies,	  2007,	  pp.	  85-‐87).	  I	  imagine	  curatorial	  deconstruction	  that	  explores	  meanings	  and	  their	  

contexts.	  For	  my	  curator/artist/researcher/teacher	  inquiry,	  the	  contexts	  of	  meanings	  are	  

especially	  significant	  as	  I	  locate	  myself	  within	  my	  differences—the	  differences	  I	  experience	  as	  a	  

woman,	  mother,	  curator,	  artist,	  researcher,	  and	  teacher.	  Tuana	  and	  Tong	  (1995)	  note,	  

	  

[d]ifference—the	  condition	  of	  being	  excluded,	  shunned,	  disadvantaged,	  neglected,	  
rejected,	  dislocated,	  marginalized,	  unwanted—is	  a	  positive	  state	  of	  affairs	  that	  permits	  
‘outsiders’	  (in	  this	  case,	  women)	  to	  criticize	  the	  norms,	  values,	  and	  practices	  of	  the	  
dominant	  culture	  (patriarchy)	  seeks	  to	  impose	  on	  everyone.	  (p.	  431)	  
	  
	  
	  

My	  sites	  of	  difference	  allow	  for	  the	  contextualization	  of	  my	  identity	  as	  a	  curator.	  	  I	  weave	  my	  

narrative	  of	  difference	  as	  a	  mother	  of	  a	  special	  needs	  child	  together	  with	  the	  difference	  of	  

being	  a	  curator,	  artist,	  researcher,	  and	  teacher.	  I	  contextualize	  difference	  and	  stigma	  together	  

as	  I	  consider	  the	  ways	  I	  labeled	  my	  collections,	  curriculum,	  and	  pedagogy	  in	  the	  inquiry.	  	  	  

Kind	  (2006)	  writes	  of	  dependency,	  disability,	  and	  difference	  as	  she	  offers	  her	  story	  lines	  and	  

attunes	  to	  the	  difference	  disability	  makes	  pedagogically	  to	  the	  ways	  she	  understands	  identity	  

and	  subjectivity.	  	  She	  stories	  her	  son’s	  difference	  in	  the	  texts	  of	  her	  everyday	  life	  and	  reminds	  

readers,	  “Yet	  my	  son’s	  difference	  makes	  a	  tremendous	  difference	  to	  me”	  (p.	  24,	  italics	  in	  

original).	  	  Elizabeth’s	  early	  birth	  made	  a	  difference	  to	  me.	  Tuana	  and	  Tong	  (1995)	  suggest	  

difference	  is	  a	  more	  than	  a	  condition,	  it	  is	  a	  way	  of	  being,	  thinking,	  and	  speaking	  that	  allows	  for	  

diversity.	  	  I	  work	  to	  explore	  my	  difference	  as	  a	  way	  of	  being,	  thinking,	  and	  speaking	  in	  order	  to	  
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make	  sense	  of	  the	  differences	  in	  my	  everyday	  experiences.	  And	  more,	  I	  wonder	  how	  I	  might	  

render	  and	  curate	  difference	  in	  my	  everyday	  experience.	  

Gannon	  and	  Davies	  (2007)	  note	  deconstruction	  “can	  be	  applied	  as	  an	  everyday	  

everywhere	  practice,	  something	  we	  might	  use	  in	  our	  lives,	  something	  active	  that	  might	  help	  us	  

make	  sense	  of	  lived	  experience	  but	  that	  is	  most	  likely	  to	  trouble	  our	  sense	  making”	  (p.	  86).	  	  

Interrogating	  difference	  and	  deconstruction	  allows	  me	  to	  locate	  my	  first	  steps	  into	  curator	  

curriculum	  and	  pedagogy.	  	  I	  ask	  more	  questions.	  What	  does	  it	  mean	  to	  deconstruct	  curating?	  	  

As	  a	  curator,	  approaching	  an	  exhibition	  is	  an	  opportunity	  for	  deconstruction,	  a	  taking	  apart	  in	  

order	  to	  put	  an	  exhibition	  back	  together.	  The	  very	  act	  of	  assembling	  and	  disassembling	  

mannequin	  body	  parts	  and	  dress	  forms,	  forces	  me	  to	  physically	  deconstruct	  the	  curatorial,	  but	  

it	  requires	  time	  and	  silence	  to	  be	  in	  the	  curating	  to	  understand	  where	  and	  how	  the	  exhibition	  

will	  unfold.	  I	  wonder	  how	  might	  curating	  as	  curriculum	  be	  something	  we	  use	  in	  our	  lives	  to	  

make	  sense	  of	  our	  lived	  experience?	  	  	  

The	  curating	  of	  Dress	  Stories	  is	  an	  attempt	  for	  me	  to	  make	  sense	  of	  my	  lived	  experience	  

and	  to	  find	  and	  trouble	  the	  words	  and	  language	  in	  the	  exhibition	  and	  the	  dresses	  I	  put	  on	  

display.	  	  There	  is	  a	  language	  for	  clothes	  and	  the	  ways	  they	  communicate	  meanings	  (Barnard,	  

1996;	  Barthes,	  1983;	  Davis,	  1992;	  Lurie,	  1981;	  Steele,	  1989a,	  1989b).	  	  However,	  Steele	  (1989a)	  

argues	  that	  there	  are	  no	  equivalents	  of	  nouns,	  verbs,	  and	  sentences	  within	  the	  language	  of	  

clothes	  (p.	  6).	  	  In	  order	  to	  communicate	  the	  meaning	  of	  clothes,	  they	  too	  must	  be	  
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deconstructed.	  	  For	  me,	  deconstructing	  the	  ways	  I	  dwell	  in	  dress	  is	  especially	  significant.	  	  	  

	  

Performativity	  Theory	  

As	  I	  become	  more	  adept	  at	  mobilizing	  poststructural	  discourses	  through	  reading	  texts,	  

interrogating	  binary	  oppositions,	  inviting	  discursive	  dialogues,	  and	  attuning	  to	  difference,	  I	  

began	  to	  explore	  the	  performativity	  of	  my	  curator	  as	  artist	  identities	  as	  complex	  subjects	  in	  

process.	  Using	  Judith	  Butler’s	  (1990)	  performativity	  theory,	  I	  consider	  the	  ways	  I	  live	  and	  

perform	  my	  subject	  as	  a	  curator,	  artist,	  and	  teacher.	  I	  seek	  alternative	  routes	  for	  Butler’s	  work	  

to	  inform	  my	  curator,	  artist,	  researcher,	  and	  teacher	  identities	  and	  the	  ways	  I	  am	  constructed	  

and	  reconstructed	  within	  language	  and	  discourse.	  Discourse	  helps	  me	  understand	  the	  ways	  

performativity	  constructs	  and	  reconstructs	  identity	  in	  my	  narratives	  and	  locations	  not	  just	  as	  a	  

curator,	  but	  also	  as	  a	  gendered	  curator.	  The	  inquiry	  allows	  me	  to	  act	  as	  curatrix	  in	  my	  

performance	  as	  a	  gendered	  curator	  as	  artist/researcher/teacher.	  The	  inquiry	  pieces	  together	  

language	  and	  discourse	  to	  explore	  how	  I	  came	  to	  assume	  my	  curatrix	  position	  as	  a	  gendered	  

subject	  in	  process	  related	  to	  specific	  contexts	  and	  times.	  	  

Butler	  (1990)	  considers	  Simone	  de	  Beauvior’s	  statement,	  “[o]ne	  is	  not	  born,	  rather	  one	  

becomes	  a	  woman”	  (p.	  12)	  and	  concurs	  woman	  is	  something	  we	  do,	  rather	  than	  something	  we	  

are.	  It	  is	  these	  somethings	  we	  do	  that	  challenge	  me	  as	  a	  curator	  subject	  in	  progress,	  a	  subject	  

that	  is	  done	  and	  undone.	  Butler	  (2004b)	  asks	  readers	  to	  consider	  the	  ways	  in	  which	  we	  are	  

undone	  by	  our	  gender—“We’re	  undone	  by	  each	  other.	  And	  if	  we’re	  not,	  we’re	  missing	  
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something”	  (p.	  19).	  I	  am	  troubled	  by	  the	  ways	  I	  am	  done	  and	  undone	  as	  a	  curator	  as	  artist,	  

researcher,	  and	  teacher.	  I	  question	  how	  being	  done	  and	  undone	  is	  similar	  to	  being	  packed	  and	  

unpacked	  in	  our	  collecting	  and	  curating.	  I	  ask	  myself,	  How	  is	  curating	  a	  form	  of	  performativity	  

of	  my	  curator	  as	  artist/pedagogue	  identities?	  I	  return	  to	  O’Neill’s	  (2007)	  concept	  of	  “curatorial	  

gestures”	  (p.	  14)	  and	  recontextualize	  Butler’s	  (1990,	  2004a,	  2004b,	  2005)	  performativity	  theory	  

as	  ways	  to	  attune	  to	  the	  somethings	  we	  do,	  not	  somethings	  we	  are	  as	  

curator/artist/researcher/teacher.	  Moreover,	  I	  begin	  to	  question	  the	  somethings	  we	  do	  in	  

curriculum	  and	  pedagogy	  that	  is	  planned	  and	  lived	  and	  performative.	  

	  

Performativity	  Done	  and	  Undone	  

As	  I	  trouble	  how	  I	  do	  my	  curator	  as	  artist	  identity	  and	  how	  I	  am	  done	  and	  undone	  in	  my	  

curator	  as	  artist/pedagogue	  identities,	  I	  wonder	  what	  are	  the	  repetitions	  of	  my	  performativity	  

and	  curatorial	  gestures?	  	  Butler	  (1990)	  asserts	  gender	  is	  how	  you	  express	  your	  identity	  and	  she	  

calls	  for	  performances	  that	  produce	  the	  whole	  self,	  the	  whole	  identity.	  I	  was	  expressing	  my	  

gender	  in	  wearing	  and	  collecting	  Laura	  Ashley	  dresses,	  but	  what	  of	  the	  other	  clothing	  I	  collect	  

that	  points	  towards	  my	  whole	  self?	  My	  gender	  performativity	  is	  connected	  and	  disconnected	  

when	  I	  consider	  how	  I	  also	  perform	  hospital	  gowns,	  plus	  size	  clothing,	  and	  worn	  out	  bathrobes	  

in	  my	  inquiry.	  When	  is	  my	  curating	  performative	  and	  when	  is	  it	  a	  performance?	  Barney	  (2009)	  

differentiates	  between	  performativity	  and	  performance	  by	  attuning	  to	  the	  subject	  as	  the	  

performer	  in	  the	  formation	  of	  the	  subject	  (p.	  11).	  This	  leads	  me	  to	  ask	  what	  are	  curator	  
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performances	  that	  produce	  curator	  identities	  and	  how	  do	  I	  repeat	  the	  ritual	  of	  my	  

performativity?	  	  	  

In	  1999,	  curator	  Richard	  Martin	  and	  associate	  curator	  Myra	  Walker	  explored	  themes	  of	  

performativity	  in	  the	  exhibition,	  Rock	  Style	  at	  the	  Costume	  Institute	  at	  the	  Metropolitan	  

Museum	  of	  Art.	  Iconic	  clothing	  worn	  by	  famous	  rock	  performers	  played	  an	  integral	  part	  in	  the	  

creative	  musical	  expression	  of	  each	  artist	  in	  the	  exhibition.	  The	  influence	  of	  musicians	  like	  Elvis,	  

the	  Beatles,	  the	  Rolling	  Stones,	  Kiss,	  Elton	  John,	  Michael	  Jackson,	  and	  Madonna	  had	  on	  the	  

fashion	  industry	  was	  undeniable,	  as	  they	  introduced	  style	  elements	  such	  as	  leather,	  funk,	  

animalism,	  patriotism,	  grunge	  and	  hip	  hop	  to	  the	  masses	  through	  the	  ways	  they	  physically	  

performed	  their	  threads.	  While	  the	  exhibition	  featured	  the	  clothing	  sensibilities	  of	  both	  male	  

and	  female	  musical	  performers,	  I	  was	  especially	  interested	  in	  the	  clothing	  representing	  the	  

ways	  female	  artists	  performed	  or	  rocked	  their	  clothes	  and	  identity	  construction	  like	  Janis	  Joplin,	  

Stevie	  Nicks,	  Courtney	  Love,	  Janet	  Jackson	  and	  Britney	  Spears.	  	  As	  I	  worked	  to	  decide	  which	  

clothing	  exemplars	  I	  might	  include	  in	  the	  exhibition,	  I	  selected	  my	  grandmother’s	  piano	  recital	  

gown	  and	  my	  vocal	  recital	  gown	  to	  assist	  me	  in	  thinking	  about	  performativity	  in	  more	  personal	  

ways.	  	  While	  neither	  my	  grandmother,	  nor	  I	  are	  famous	  musicians,	  we	  did	  both	  dress	  to	  

perform	  our	  songs	  in	  public	  ways.	  	  

I	  thread	  performativity	  connections	  between	  curating	  as	  ritual	  and	  curriculum	  and	  

pedagogy	  as	  ritual	  in	  the	  performativity	  of	  the	  curating	  into	  the	  inquiry.	  “Performativity	  is	  not	  a	  

singular	  act,	  but	  a	  repetition	  and	  a	  ritual,	  which	  achieves	  its	  effects	  through	  its	  naturalization	  in	  
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the	  context	  of	  a	  body,	  understood	  in	  part,	  as	  a	  culturally	  sustained	  temporal	  duration”	  (Butler,	  

1990,	  p.	  xv).	  Bickel	  (2008)	  speaks	  of	  the	  transformative	  power	  of	  rituals	  for	  affirmation,	  letting	  

go,	  and	  re-‐inscribing	  female	  experience.	  I	  provoke	  the	  connections	  between	  performativity	  and	  

ritual	  acts,	  exhibition	  spaces,	  and	  objects	  as	  an	  entryway	  into	  my	  

curator/artist/researcher/teacher	  identity.	  	  Grimes	  (1995)	  describes	  emergent	  rituals	  that	  act	  

“as	  vehicles	  to	  reflexivity	  of	  consciousness	  in	  society”	  (p.	  69)	  and	  credits	  ritualizing	  as	  a	  mode	  of	  

knowing.	  I	  began	  to	  think	  about	  ritualizing	  curating	  as	  a	  mode	  of	  knowing	  in	  my	  inquiry.	  

Furthermore,	  Bickel	  (2008)	  articulates	  this	  notion	  of	  how,	  through	  ritual,	  the	  knower	  and	  the	  

known	  are	  located	  not	  just	  on	  ritual,	  but	  also	  in	  ritual:	  —“Ritual	  is	  a	  structuring	  that	  we	  can	  

create,	  explore,	  learn,	  and	  teach	  within”	  (p.	  88).	  I	  approach	  the	  curating	  as	  a	  ritualizing	  mode	  of	  

knowing	  as	  I	  interrogate	  my	  curator	  practices,	  where	  the	  knower	  and	  the	  known	  might	  be	  

situated	  in	  and	  on	  ritual	  performances.	  

Correspondingly,	  Butler	  (1990)	  challenges	  us	  to	  use	  and	  be	  used	  by	  our	  identity.	  I	  find	  

myself	  asking,	  What	  does	  it	  mean	  to	  use	  and	  be	  used	  by	  my	  identity?	  	  What	  does	  it	  mean	  to	  be	  

the	  knower	  and	  the	  known?	  Just	  as	  one	  is	  not	  born	  a	  woman,	  one	  is	  not	  born	  a	  curator,	  one	  

becomes	  a	  curator,	  and	  one	  becomes	  a	  curator,	  artist,	  researcher,	  and	  teacher.	  But	  how	  can	  

curator	  be	  something	  you	  do	  rather	  than	  something	  you	  are,	  something	  you	  know	  rather	  than	  

how	  you	  are	  a	  knower?	  I	  keep	  asking	  more	  questions.	  Is	  what	  I	  know	  in	  opposition	  to	  how	  I	  am	  

as	  a	  knower?	  What	  are	  the	  implications	  for	  curriculum	  as	  something	  you	  are	  versus	  something	  

you	  know?	  And	  what	  of	  pedagogy	  as	  something	  you	  are	  versus	  something	  you	  know?	  Butler	  
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(1990)	  suggests	  in	  performativity,	  the	  performance	  pre-‐exists	  the	  performer.	  I	  wonder	  if	  

curation	  pre-‐exist	  the	  curating	  in	  our	  rituals—if	  the	  uses	  pre-‐exist	  the	  user;	  if	  the	  knowing	  pre-‐

exist	  the	  knower.	  I	  continue	  to	  look	  for	  ways	  these	  ritual	  ideas	  are	  interconnected	  and	  

intertextualized	  throughout	  the	  inquiry	  process.	  Villaverde	  (2007)	  notes	  intertextuality	  is	  “the	  

ways	  a	  text	  references	  other	  texts	  and	  requires	  the	  engagement	  of	  the	  reader	  for	  multiple	  

readings”	  (p.	  12).	  An	  illustration	  of	  this	  is	  found	  in	  my	  connections	  with	  the	  work	  of	  artist	  Mary	  

Kelly,	  in	  particular	  her	  artwork,	  Post-‐Partum	  Document,	  created	  from	  1973-‐1979.	  	  It	  charts	  the	  

development	  of	  her	  son	  over	  the	  first	  six	  years	  of	  his	  life.	  	  The	  installation	  work	  is	  divided	  into	  

six	  sections	  and	  includes	  over	  165	  parts	  or	  objects	  including	  a	  collection	  of	  Kelly’s	  son’s	  soiled	  

diapers	  and	  feeding	  charts,	  wool	  vests,	  scribblings,	  hand	  imprints,	  diaries,	  diagrams,	  and	  

footnotes	  to	  document	  Kelly’s	  son’s	  language	  development	  and	  speech	  events	  using	  literary,	  

scientific,	  psychoanalytical,	  linguistic,	  and	  archeological	  representation	  modes	  (Chadwick,	  

1990).	  	  	  Feminist	  art	  historian	  Whitney	  Chadwick	  (1990)	  views	  Kelly’s	  feminist	  work	  as	  an	  

example	  of	  the	  ways	  women	  challenge	  the	  conditions	  of	  patriarchy	  in	  artmaking.	  According	  to	  

the	  Tate	  Museum’s	  website,	  Kelly’s	  work	  was	  an	  on-‐going	  analysis	  of	  the	  mother	  child	  

relationship:—“It	  confronts	  directly	  the	  professional	  woman	  artist’s	  inhibited	  attitude	  to	  her	  

child-‐rearing	  role,	  challenging	  that	  ideological	  construct	  which	  opposes	  creation	  to	  procreation	  

as	  mutually	  exclusive	  functions”	  (Tate.org,	  2016,	  para.	  37).	  	  	  The	  Post-‐Partum	  Document	  

addresses	  women	  and	  work	  in	  the	  domestic	  sphere,	  especially	  related	  to	  child	  care	  (Carson,	  
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2015).	  Chadwick	  (1990)	  interprets	  Kelly’s	  work	  in	  the	  following:	  

	  

The	  use	  of	  found	  objects	  and	  fragments	  of	  text	  replaces	  the	  idea	  of	  motherhood	  as	  a	  
simple	  biological	  and	  emotional	  category	  with	  a	  recognition	  that	  it	  is	  instead	  a	  
psychological	  and	  social	  process	  that	  is	  masked	  by	  the	  ideology	  of	  ‘instinctive	  and	  
natural	  mothering.’	  (p.	  355)	  
	  
	  

Kelly’s	  work	  speaks	  to	  me	  as	  a	  feminist	  curator	  trying	  to	  articulate	  the	  ways	  I	  struggled	  to	  

understand	  the	  curatorial	  while	  caring	  for	  my	  child	  within	  the	  Oedipal	  crisis	  or	  dilemma.	  	  Judith	  

Butler	  (1990)	  interrogates	  Freud’s	  notion	  of	  the	  Oedipal	  complex	  for	  young	  girls	  as	  they	  

experience	  either	  the	  loss	  of	  the	  father	  or	  loss	  of	  the	  mother,	  noting,	  “[the]	  factor	  that	  decides	  

which	  identification	  is	  accomplished	  is	  the	  strength	  or	  weakness	  of	  masculinity	  in	  her	  

disposition”	  (p.	  81).	  The	  ways	  in	  which	  we	  repudiate	  our	  parents	  allows	  for	  us	  to	  consider	  

masculinity	  and	  femininity	  as	  points	  of	  departure.	  Moreover,	  Kelly’s	  work	  challenges	  me	  to	  

interrogate	  the	  artifacts	  of	  my	  mother	  daughter	  relationships,	  asking	  in	  what	  ways	  does	  my	  

collecting	  consolidate	  my	  femininity.	  	  The	  Dress	  Stories	  exhibition	  unpacks	  the	  Oedipal	  dilemma	  

of	  collecting	  myself	  in	  relation	  to	  my	  mother,	  as	  I	  trouble	  the	  question,	  You	  ought	  to	  be	  like	  this	  

and	  not	  like	  that	  in	  my	  gender	  performativity.	  	  I	  am	  interested	  in	  objects	  and	  discourses	  that	  

help	  define	  feminist	  identities	  and,	  namely	  the	  ways	  clothing	  might	  be	  curated	  to	  document	  the	  

personal	  and	  theoretical	  significance	  of	  the	  mother-‐daughter	  relationship.	  Even	  though	  I	  was	  

never	  diagnosed	  with	  postpartum	  depression,	  I	  certainly	  relate	  to	  Kelly’s	  work,	  and	  feelings	  of	  

loss—the	  loss	  of	  my	  professional	  identity,	  the	  loss	  of	  my	  gestation	  period	  during	  pregnancy,	  
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and	  the	  loss	  of	  motherhood.	  Kelly’s	  work	  offers	  an	  opportunity	  for	  me	  to	  weave	  the	  

intertextuality	  of	  feminist	  theory	  into	  my	  work,	  pushing	  feminist	  theories	  against	  each	  other	  to	  

imagine	  how	  I	  might	  perform	  caring	  as	  a	  mother	  and	  as	  an	  activist	  feminist	  curator.	  	  	  

	  

Keeping	  Up	  Appearances	  

While	  I	  appreciate	  Noddings’	  position	  that	  natural	  care	  leads	  to	  our	  ability	  to	  care,	  I	  

wonder	  as	  a	  feminist,	  have	  I	  cared	  too	  much	  for	  the	  artifacts	  I	  collect	  and	  for	  the	  ways	  I	  care	  for	  

my	  daughter.	  	  But	  what	  might	  seem	  natural	  in	  the	  case	  of	  care,	  can	  be	  misleading.	  Annette	  

Kuhn	  (2004)	  credits	  her	  mother:	  

	  

My	  mother	  tells	  me	  that	  not	  only	  was	  I	  beautiful	  in	  my	  natural	  state,	  from	  the	  minute	  I	  
was	  born;	  I	  was	  always	  well	  cared	  for,	  too—well	  cared	  for,	  of	  course,	  by	  her:	  well	  turned	  
out,	  in	  another	  favorite	  phrase	  of	  hers.	  (p.	  114)	  
	  
	  

Kuhn	  (2004)	  is	  specifically	  addressing	  her	  public	  presentation	  and	  the	  evidence	  of	  the	  maternal	  

love	  her	  mother	  performed.	  	  For	  example,	  Kuhn	  (2004)	  describes	  her	  mother’s	  desire	  to	  make	  

up	  for	  the	  insufficiencies	  in	  her	  own	  childhood	  by	  overcompensating	  in	  her	  care	  for	  Kuhn’s	  

childhood	  in	  her	  presentation	  to	  others.	  	  When	  I	  return	  to	  images	  of	  Elizabeth	  when	  she	  was	  

born,	  they	  are	  painful	  to	  look	  at.	  	  It	  was	  hard	  to	  imagine	  that	  one	  day	  she	  would	  grow	  into	  a	  

beautiful	  little	  girl,	  because	  in	  her	  infancy,	  she	  was	  so	  frail	  and	  so	  small.	  	  Her	  head	  was	  

misshapen,	  and	  her	  skin	  was	  thin	  and	  transparent.	  	  Early	  on,	  I	  started	  prioritizing	  the	  way	  

Elizabeth	  looked	  to	  the	  world.	  	  I	  assumed	  a	  different	  curator	  role	  as	  her	  mother	  and	  it	  came	  at	  a	  
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high	  price,	  not	  only	  in	  the	  actual	  expense	  of	  keeping	  my	  daughter	  dressed	  in	  fancy	  clothes,	  but	  

the	  cost	  of	  losing	  some	  of	  myself	  by	  prioritizing	  dressing	  her	  while	  I	  was	  as	  a	  stay-‐at-‐home	  

mom,	  without	  my	  curator	  professional	  identity.	  	  Kuhn	  (2004)	  asserts,	  “keeping	  the	  baby	  

immaculate	  and	  well	  cared	  for,	  while	  a	  source	  of	  pride	  and	  pleasure,	  must	  still	  have	  cost	  a	  good	  

deal	  of	  effort”	  (p.	  118).	  Kuhn	  (2004)	  suggests	  that	  caring	  for	  a	  daughter	  becomes	  a	  way	  for	  the	  

mother	  to	  care	  for	  herself,	  thereby	  not	  only	  making	  a	  good	  mother,	  but	  also	  a	  good	  woman.	  	  	  

According	  to	  Kuhn	  (2004),	  the	  baby	  girl	  can	  become	  a	  site	  of	  contradiction	  for	  the	  

mother.	  	  In	  addition	  to	  mothering	  being	  a	  form	  of	  self-‐care	  for	  the	  mother,	  the	  baby	  girl	  in	  

particular	  can	  become	  the	  mother’s	  possession,	  where	  dressing	  her	  up	  becomes	  the	  

performativity	  or	  masquerade	  of	  motherhood.	  As	  I	  think	  of	  Elizabeth’s	  fancy	  dresses	  as	  

possessions	  that	  I	  care	  for	  and	  exhibit,	  I	  wonder	  how	  I	  have	  allowed	  my	  daughter	  to	  also	  

become	  a	  possession	  I	  put	  on	  display.	  After	  all,	  I	  am	  a	  curator.	  I	  am	  trained	  to	  display	  

possessions.	  	  In	  what	  ways	  have	  I	  considered	  or,	  worse,	  not	  considered	  Elizabeth’s	  identity	  

construction	  and	  whether	  or	  not	  she	  is	  comfortable	  with	  my	  attention	  to	  the	  ways	  she	  dresses	  

and	  performs	  her	  gender?	  	  Kuhn	  (2004)	  reflects	  on	  the	  relationship	  to	  her	  mother:	  

	  

For	  if	  I	  failed	  to	  be	  well	  turned	  out,	  that	  failure	  would	  surely	  be	  hers,	  and	  she	  would	  be	  
exposed	  as	  a	  bad	  person:	  not	  just	  an	  unloving	  mother,	  but	  worse,	  perhaps—an	  unloved	  
and	  unlovable	  little	  girl.	  (p.	  115)	  

	  

I	  put	  great	  care	  into	  selecting	  which	  of	  Elizabeth’s	  fancy	  dresses	  I	  would	  include	  in	  the	  

exhibition.	  	  There	  were	  too	  many	  to	  install	  each	  of	  them	  on	  a	  dress	  form.	  	  I	  decided	  to	  place	  the	  
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bulk	  of	  them	  on	  a	  vintage	  clothing	  rack	  adjacent	  to	  my	  great	  grandmother’s	  trunk.	  	  They	  point	  

towards	  the	  future.	  	  How	  many	  of	  these	  dresses	  will	  I	  keep	  for	  Elizabeth?	  	  Will	  she	  even	  want	  

them?	  	  Will	  they	  eventually	  be	  folded	  and	  stored	  away	  for	  her	  to	  unpack	  and	  unfold	  if	  and	  

when	  she	  becomes	  a	  mother	  someday?	  	  Am	  I	  already	  setting	  Elizabeth	  up	  to	  fail	  or	  myself	  to	  

perpetually	  fail	  as	  a	  mother?	  	  This	  thrust	  towards	  the	  future	  possible	  I	  describe	  as	  a	  potential	  

interpretation	  of	  the	  fancy	  dresses	  also	  misleads.	  	  The	  dresses	  concurrently	  point	  to	  my	  history	  

as	  I	  make	  up	  for	  my	  own	  lack	  from	  the	  past	  carried	  into	  the	  present.	  	  In	  mothering	  my	  daughter	  

and	  her	  dresses,	  I	  am	  caring	  for	  and	  attempting	  to	  heal	  myself	  too.	  	  I	  am	  mothering	  dresses,	  

myself	  as	  a	  daughter,	  and	  my	  own	  daughter.	  	  There	  is	  so	  much	  of	  the	  past	  to	  live	  up	  to	  in	  the	  

present	  as	  materialized	  through	  the	  unpacking	  of	  my	  hoard.	  

	  

Towards	  a	  Feminist	  Failure	  

Considering	  my	  own	  motherhood	  failures	  forces	  me	  to	  reconsider	  what	  my	  feminist	  

failures	  might	  mean	  to	  my	  curating?	  Judith	  Halberstam	  (2011)	  invites	  failure	  and	  suggests:	  	  

	  

Under	  certain	  circumstances	  failing,	  losing,	  forgetting,	  unmaking,	  undoing,	  unbecoming,	  
not	  knowing	  may	  in	  fact	  offer	  more	  creative,	  more	  cooperative,	  more	  surprising	  ways	  of	  
being	  in	  the	  world.	  (pp.	  2-‐3)	  
	  
	  

Moreover,	  Halberstam	  (2011)	  argues	  from	  a	  feminist	  perspective,	  gender	  failure	  is	  often	  better	  

than	  success,	  because	  it	  relieves	  the	  pressure	  of	  measuring	  up	  to	  patriarchal	  ideals.	  Losing	  

one’s	  direction	  and	  failing	  can	  lead	  to	  new	  ways	  of	  thinking,	  visionary	  insights,	  and	  flights	  of	  
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fancy.	  	  I	  appreciate	  Halberstam’s	  (2011)	  invitation	  to	  not	  focus	  so	  much	  on	  memory,	  but	  rather	  

allow	  for	  forgetting,	  for	  unleashing	  new	  forms	  of	  memory	  as	  we	  attempt	  to	  find	  our	  way.	  She	  

calls	  for	  researchers	  to	  wander,	  improvise,	  fall	  short,	  and	  move	  in	  circles,	  which	  speaks	  to	  the	  

turning	  that	  is	  stitched	  throughout	  this	  inquiry.	  	  Up	  to	  this	  point	  in	  the	  writing,	  I	  have	  worked	  to	  

remember	  the	  familial	  stories	  of	  my	  becoming	  in	  relation	  to	  the	  clothing	  I	  collect	  and	  care	  for.	  	  

But	  what	  might	  happen	  if	  I	  begin	  to	  forget,	  to	  lose,	  or	  to	  lack	  in	  the	  unpacking	  of	  my	  identity	  as	  

curator,	  artist,	  researcher,	  mother,	  and	  teacher?	  	  Halberstam	  (2011)	  argues:	  

	  

We	  may	  want	  to	  forget	  family	  and	  forget	  lineage	  and	  forget	  tradition	  in	  order	  to	  start	  
from	  a	  new	  place	  where	  the	  old	  engenders	  the	  new,	  where	  the	  old	  make	  a	  place	  for	  the	  
new,	  but	  where	  the	  new	  begins	  afresh,	  unfettered	  by	  memory,	  tradition,	  and	  usable	  
pasts.	  (p.	  70).	  
	  
	  

This	  inquiry	  is	  rooted	  in	  my	  family	  lineage	  of	  collectors,	  of	  mothers	  who	  dressed	  their	  babies	  

and	  collected	  their	  clothes.	  	  Throughout	  this	  chapter,	  I	  have	  legitimized	  the	  family	  stories	  of	  the	  

dresses	  I	  exhibit	  as	  a	  curator.	  	  But	  Halberstam	  (2011)	  calls	  for	  new	  models	  of	  family	  to	  rethink	  

our	  modes	  of	  relating,	  belonging,	  and	  caring.	  	  She	  suggests	  the	  Oedipal	  dynamics	  of	  passing	  

down	  knowledge	  from	  one	  generation	  to	  the	  next	  poses	  gender	  trouble	  for	  feminists.	  	  “The	  

whole	  model	  of	  ‘passing	  down’	  knowledge	  from	  mother	  to	  daughter	  is	  quite	  clearly	  invested	  in	  

white,	  gendered,	  and	  hetero	  normativity”	  (Halberstam,	  2011,	  p.	  124).	  It	  supposes	  the	  daughter	  

must	  accept	  or	  reject	  the	  mother’s	  history.	  	  I	  think	  about	  my	  relationship	  to	  my	  mother,	  her	  
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home,	  her	  collecting.	  	  I	  think	  about	  my	  relationship	  to	  Elizabeth	  and	  the	  ways	  I	  have	  cared	  for	  

her	  and	  her	  clothes,	  and	  I	  wonder	  what	  we	  have	  really	  passed	  down.	  	  

Halberstam	  (2011)	  cautions	  when	  women	  employ	  Virginia	  Woolf’s	  (1929)	  famous	  line	  

“We	  think	  back	  through	  our	  mothers	  if	  we	  are	  women”	  (p.	  87)	  the	  logic	  is	  flawed	  because	  if	  we	  

don’t	  think	  through	  our	  mothers,	  we	  aren’t	  somehow	  women.	  	  Instead	  Halberstam	  (2011)	  calls	  

for	  anti-‐Oedipal	  texts	  that	  refuse	  to	  think	  back	  through	  the	  mother,	  that	  choose	  to	  lose	  the	  

mother,	  and	  disrupt	  the	  lineage	  as	  a	  means	  of	  unbecoming	  women.	  	  	  The	  failure	  to	  think	  back	  

through	  our	  mothers	  offers	  creative	  opportunities	  for	  transformation	  to	  possible	  alternative	  

forms	  of	  mothering	  self,	  other,	  and	  cloth	  that	  refuse	  ancestral	  precedence.	  	  

This	  returns	  me	  to	  the	  metaphor	  of	  the	  waves	  of	  feminism.	  	  I	  recognize	  that	  throughout	  

this	  chapter,	  I	  have	  mashed-‐up	  the	  second	  and	  third	  waves	  of	  feminism	  with	  poststructuralism,	  

allowing	  each	  wave	  to	  crash	  into	  the	  curatorial.	  Barney	  (2009)	  frequently	  mashes	  up	  

“metaphors,	  concepts,	  images,	  texts,	  and	  experiences	  to	  provoke	  new	  understandings”	  (p.	  14).	  

In	  my	  inquiry,	  I	  mash	  up	  Nodding’s	  care	  theory,	  Grumet’s	  understanding	  of	  thinking	  through	  

our	  mothers,	  Butler’s	  interrogation	  of	  performativity,	  and	  Halberstam’s	  invitation	  to	  gendered	  

failure.	  In	  the	  next	  chapter	  I	  explore	  the	  ways	  I	  began	  to	  creatively	  render	  the	  practices	  of	  my	  

becoming	  and	  unbecoming	  curator,	  artist,	  researcher,	  teacher,	  mother,	  and	  woman.	  	  It	  was	  not	  

until	  the	  exhibition	  was	  over	  and	  I	  was	  working	  on	  the	  analysis	  of	  the	  inquiry	  that	  I	  was	  able	  to	  

disrupt	  the	  lineage	  of	  my	  becoming	  in	  gendered	  ways.	  	  That	  turn	  and	  re-‐turn	  came	  later.	  
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Chapter	  4	  

Mapping	  Practices	  and	  Uncharted	  Terrain	  

	  

Arts-‐based	  research,	  as	  described	  by	  Barone	  and	  Eisner	  (1997)	  maintains	  that	  the	  arts	  

provide	  a	  special	  way	  of	  understanding	  the	  world	  and	  constructing	  knowledge,	  while	  

representing	  new	  understandings	  in	  contextualized	  ways.	  	  Correspondingly	  in	  art	  practice	  itself,	  

Sullivan,	  (2008)	  argues	  for	  any	  medium,	  such	  as	  painting	  to	  be	  reconsidered:	  

	  

as	  a	  theory,	  form,	  idea,	  or	  act	  begins	  with	  a	  nested	  set	  of	  problems,	  concepts,	  and	  
issues,	  which	  lead	  to	  an	  exploratory,	  intertwining	  search	  before	  reaching	  a	  resolution,	  
from	  which	  new	  pathways	  open	  up.	  	  (p.	  248)	  
	  
	  

Through	  studying	  forms	  of	  ABR,	  I	  began	  to	  realize	  that	  knowledge	  is	  embodied	  in	  the	  process	  of	  

making	  exhibitions	  just	  as	  it	  is	  in	  making	  artworks.	  	  Curating	  an	  exhibition	  allows	  for	  creative	  

spaces	  to	  take	  objects	  seriously	  in	  dialogic	  modes	  (Church,	  2008).	  	  As	  a	  curator,	  I	  too	  could	  

“create	  in	  order	  to	  critique”	  (Sullivan,	  2008,	  p.	  249,	  italics	  in	  the	  original)	  in	  an	  exhibition	  much	  

like	  an	  artist	  might	  through	  the	  medium	  of	  painting,	  for	  example.	  	  	  

I	  could	  do	  research	  in	  the	  curating,	  where	  the	  curating	  could	  be	  both	  a	  noun	  and	  a	  verb,	  

a	  practice	  determined	  by	  the	  act	  of	  doing	  the	  curating.	  The	  curating	  could	  be	  what	  Sullivan,	  

(2008)	  calls	  a	  “doing”	  performance	  (p.	  240).	  Suddenly,	  in	  addition	  to	  embarking	  on	  the	  

curatorial	  turn,	  the	  educational	  turn,	  and	  the	  feminist	  turn,	  I	  was	  taking	  my	  first	  steps	  along	  

“the	  visual	  turn”	  (Sullivan,	  2010,	  p.	  53)	  as	  a	  curator,	  where	  “imaginative	  insights	  confirm,	  
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challenge,	  or	  change	  our	  understandings”	  (pp.	  31-‐32).	  My	  understandings	  stem	  from	  my	  lived	  

experiences	  as	  a	  curator	  and	  the	  practices	  I	  perform	  as	  a	  curator.	  Montgomery-‐Whicher	  (1997)	  

calls	  for	  research	  as	  “living	  practices”	  (p.	  216),	  stating	  the	  following:	  

	  

A	  practice	  implies	  a	  repeated	  and	  disciplined	  engagement	  of	  mind	  and	  body	  in	  an	  
activity,	  a	  way	  of	  doing	  and	  being	  which	  takes	  time	  to	  learn,	  and	  which	  one	  continues	  to	  
learn	  over	  the	  course	  of	  a	  lifetime.	  (p.	  215)	  
	  
	  

Reflexive	  practice,	  or	  “knowing-‐in-‐practice”	  (Haseman,	  2010,	  p.	  152)	  offers	  opportunities	  for	  

what	  Sullivan	  (2010)	  calls	  “thinking	  in	  a	  medium”	  (p.	  135),	  “thinking	  in	  a	  language”	  (p.	  137),	  and	  

“thinking	  in	  a	  context”	  (p.	  137).	  	  I	  began	  to	  realize	  each	  of	  these	  different	  “thinking”	  paths	  could	  

be	  used	  to	  get	  to	  the	  same	  place.	  	  Sullivan	  (2010)	  describes	  mapping	  as	  “process	  of	  locating	  

theories	  and	  ideas	  within	  existing	  conceptual	  frameworks	  so	  as	  to	  reveal	  underlying	  structures	  

and	  systems	  of	  connections”	  (p.	  199).	  The	  methodologies	  I	  employ	  then	  become	  my	  mapping	  of	  

the	  procedures	  throughout	  the	  inquiry	  terrain.	  	  Sullivan	  (2010)	  adds,	  “Terms	  like	  

empowerment,	  enactment,	  praxis,	  and	  critical	  reflection	  refer	  to	  the	  reflexive	  practice	  required	  

to	  drive	  the	  process	  forward”	  (p.	  50,	  italics	  in	  the	  original).	  	  Like	  the	  ways	  I	  mash-‐up	  feminist	  

theory	  in	  the	  inquiry,	  I	  also	  mashup	  arts-‐based	  research	  incorporating	  narrative,	  autobiography,	  

dress	  stories,	  a/r/tography,	  and	  c/a/r/tography	  in	  my	  reflexive	  practice	  of	  doing	  methodology.	  
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Narrative	  Knowing	  

Nickerson-‐Crowe	  (2005)	  defines	  method	  as	  “the	  process	  by	  which	  knowing	  occurs	  and	  

moves	  from	  subjective	  personal	  experience	  to	  objective	  grounds,	  where	  understanding	  occurs	  

independently”	  (p.	  13).	  	  Narrative	  methods	  provide	  researchers	  with	  different	  kinds	  of	  

knowledge	  and	  different	  opportunities	  for	  rendering	  that	  knowledge.	  Aoki	  (2005)	  calls	  for	  

penetrating	  inquiry	  arguing,	  “[r]ather	  than	  seeing	  theory	  as	  leading	  into	  practice,	  we	  need	  now	  

more	  than	  ever	  to	  see	  it	  as	  a	  reflective	  moment	  in	  praxis”	  (p.	  82).	  	  Moreover,	  Alex	  de	  Cosson	  

(2004)	  suggests,	  “[p]raxis	  (re)shows	  me—(re)learns	  me	  through	  the	  moment	  of	  being	  in	  that	  

sp(l)ace	  of	  not	  knowing—I	  (re)learned	  something	  I	  say	  all	  the	  time	  in	  my	  teaching—that	  it	  is	  in	  

letting	  go	  that	  we	  find;	  that	  we	  cannot	  be	  found	  until	  we	  are	  lost”	  (p.	  147).	  I	  began	  to	  think	  

about	  how	  I	  would	  locate	  praxis	  in	  my	  work.	  	  Rolling	  (2013)	  states:	  

	  

Praxis	  is	  the	  sum	  total	  of	  our	  moral	  and	  aesthetic	  activities;	  the	  enactment,	  practice,	  
embodiment,	  or	  realization	  of	  our	  individual	  and	  collective	  contemplation	  and	  
speculation	  regarding	  the	  experience	  of	  social	  life	  within	  the	  natural	  world.	  (p.	  1)	  
	  
	  

My	  narratives	  and	  lived	  experiences	  call	  for	  reflexive	  methods	  that	  point	  towards	  making	  

meaning	  and	  opportunities	  for	  new	  knowledge.	  Nickerson-‐Crowe	  (2005)	  employs	  personal	  

autobiographical	  writing	  and	  photography	  as	  a	  means	  to	  understand	  her	  professional	  

knowledge,	  and	  what	  it	  means	  to	  teach.	  She	  suggests	  teachers	  can	  expose	  questions,	  

confrontations,	  connections,	  and	  purposes	  within	  their	  lives,	  and	  by	  using	  reflective	  tools,	  one	  

can	  journey	  backwards	  to	  move	  forwards	  through	  their	  own	  stories.	  	  It	  is	  in	  this	  reflection	  space	  
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situated	  between	  personal	  history	  and	  professional	  career	  that	  is	  at	  the	  essence	  of	  reflexive	  

practice	  (Nickerson-‐Crowe,	  2005).	  Reflexivity	  is	  about	  seeking	  deeper	  understanding	  through	  

un-‐layering	  connections	  between	  lived	  experience,	  teaching,	  and	  research.	  This	  speaks	  to	  me	  as	  

I	  interrogate	  the	  notion	  of	  “unpacking	  self”	  in	  my	  inquiry.	  	  Thus	  the	  unpacking	  becomes	  “a	  kind	  

of	  personal	  archaeological	  process”	  (Nickerson-‐Crowe,	  2005,	  p.7)	  where	  I	  offer	  attention	  to	  

events,	  ideas,	  and	  objects	  as	  a	  curator	  to	  better	  understand	  my	  knowledge	  and	  practices.	  	  Begg	  

(2008)	  uses	  the	  term	  “story”	  rather	  than	  “autobiography”	  to	  acknowledge	  the	  storytelling	  

aspects	  of	  how	  specific	  incidents	  are	  chosen	  in	  research,	  to	  signify	  a	  shift	  in	  our	  perspectives—

“I	  mined	  my	  memory	  banks	  to	  recall	  changing	  views	  of	  curriculum,	  conscious	  recall,	  quiet	  

reflection,	  talking	  with	  others,	  re-‐reading	  professional	  writings”	  (Begg,	  2008,	  p.	  39).	  The	  dialogic	  

interplay	  of	  autobiographical	  narrative	  and	  autobiographical	  curating	  becomes	  an	  ongoing	  

process	  of	  self-‐discovery.	  	  

	  

Finding	  My	  Voice	  

After	  defending	  my	  a/r/tographical	  dissertation	  proposal,	  I	  was	  able	  to	  enroll	  in	  an	  arts-‐

based	  research	  course,	  led	  by	  my	  advisor.	  	  One	  of	  the	  assignments	  throughout	  the	  semester	  

was	  to	  create	  a	  weekly	  piece	  of	  “photo-‐writing”	  (Jacobs,	  2008,	  p.	  131)	  or	  “photovoice”	  (Jacobs,	  

2008,	  p.	  134;	  Weber,	  2008,	  p.	  47)	  to	  encourage	  students	  to	  interpret	  the	  assigned	  arts-‐based	  

educational	  research	  readings	  through	  the	  practice	  of	  taking	  photographs	  how	  we	  make	  

meaning—“Take	  pictures	  of	  things	  most	  important	  to	  you,	  or	  that	  you	  have	  a	  story	  about,	  or	  
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that	  you	  would	  like	  to	  remember	  for	  a	  long	  time,	  or	  give	  to	  your	  children”	  (Jacobs,	  2008,	  p.	  

136).	  	  “It	  is	  the	  paying	  attention,	  the	  looking	  and	  the	  taking	  note	  of	  what	  we	  see	  that	  make	  

images	  especially	  important	  to	  art,	  scholarship,	  and	  research”	  (Weber,	  2008,	  p.	  42).	  	  This	  is	  

similar	  to	  the	  work	  Nickerson-‐Crowe	  (2005)	  does	  letting	  images	  act	  as	  symbols	  or	  metaphors	  to	  

attribute	  meaning	  to	  her	  practices	  and	  to	  uncover	  new	  knowledge.	  	  Weber	  (2008)	  offers	  ten	  

reasons	  to	  use	  art-‐related	  visual	  images	  in	  research	  in	  powerful	  ways,	  including	  “photo	  

elicitation”	  (p.	  48),	  where	  giving	  people	  an	  image	  or	  object	  to	  talk	  about	  sparks	  multiple	  

reactions,	  outpourings	  of	  all	  kinds	  of	  information,	  feelings,	  thoughts,	  and	  situation	  details.	  	  	  	  

For	  our	  first	  photovoice	  assignment,	  we	  were	  instructed	  to	  take	  and	  title	  two	  

photographs	  of	  something	  that	  mattered	  to	  us	  we	  could	  relate	  to	  theoretically.	  I	  started	  at	  

home.	  	  I	  surveyed	  my	  many	  textile	  collections	  to	  determine	  which	  objects	  I	  might	  photograph	  

for	  the	  assignment.	  	  Having	  just	  read	  how	  Kind	  (2006)	  had	  altered	  her	  father’s	  handkerchief,	  I	  

felt	  compelled	  to	  start	  there.	  	  I	  carefully	  unpacked	  my	  personal	  collection	  of	  over	  fifty	  vintage	  

handkerchiefs	  and	  laid	  them	  out	  across	  my	  kitchen	  counter.	  	  The	  photo	  I	  submitted	  for	  class	  

depicted	  a	  straightforward	  view	  of	  the	  handkerchief	  collection,	  but	  when	  I	  told	  the	  class	  I	  titled	  

my	  photograph,	  How	  Do	  You	  Collect	  a	  Cry?,	  my	  classmates	  began	  to	  look	  more	  carefully	  at	  my	  

image	  (Rose,	  2001).	  	  I	  changed	  how	  my	  classmates	  looked	  at	  the	  image	  of	  my	  exemplars	  of	  

visual	  culture,	  because	  I	  established	  a	  different	  relationship	  between	  the	  objects	  depicted	  and	  

myself.	  “Visual	  objects	  mobilize	  certain	  ways	  of	  seeing”	  (Rose,	  2001,	  p.	  14).	  	  	  
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For	  the	  second	  image,	  I	  took	  my	  camera	  to	  a	  local	  Container	  Store	  and	  took	  a	  

photograph	  of	  a	  wall	  holding	  hundreds	  of	  precisely	  lined-‐up	  clothing	  hangers.	  	  I	  proceeded	  to	  

tell	  my	  class	  how	  the	  image	  spoke	  to	  me	  because	  the	  hangers	  created	  order	  out	  of	  chaos	  and	  

that,	  as	  a	  former	  costume	  curator,	  the	  image	  reminded	  me	  of	  the	  hanging	  racks	  holding	  the	  

thousands	  of	  artifacts	  in	  the	  Texas	  Fashion	  Collection.	  	  Then	  I	  told	  the	  class,	  I	  titled	  the	  image,	  

How	  Do	  I	  Hang	  Her?	  	  My	  classmates	  seemed	  to	  take	  the	  photo	  more	  seriously	  and	  think	  about	  

the	  social	  conditions	  and	  effects	  of	  the	  visual	  objects	  I	  represented	  in	  my	  image	  (Rose,	  2001).	  I	  

didn’t	  realize	  then,	  I	  was	  not	  done	  with	  the	  hanger	  photograph	  and	  I	  returned	  to	  it	  later	  when	  

designing	  the	  Dress	  Stories	  installation.	  	  When	  I	  placed	  Elizabeth’s	  fancy	  dresses	  on	  wire	  

hangers	  on	  the	  vintage	  clothing	  rack	  in	  the	  gallery,	  it	  was	  visualization	  to	  consider,	  How	  Do	  I	  

Hang	  Her?	  by	  prioritizing	  her	  clothing.	  	  I	  chose	  to	  ignore	  curatorial	  conservation	  practices	  of	  

protecting	  garments	  from	  the	  weight	  and	  stress	  of	  displaying	  clothing	  that	  way,	  because	  the	  

very	  act	  of	  doing	  it	  allowed	  me	  to	  think	  differently	  about	  the	  curating	  and	  how	  I	  care	  for	  my	  

daughter’s	  clothes.	  But	  more	  importantly,	  displaying	  the	  dresses	  this	  way	  allowed	  me	  to	  render	  

the	  ways	  I	  was	  beginning	  to	  invite	  failure	  into	  the	  exhibition.	  I	  do	  not	  think	  I	  would	  have	  turned	  

to	  that	  decision	  had	  I	  not	  taken	  the	  hanger	  photograph	  for	  the	  photovoice	  assignment.	  	  	  

I	  have	  never	  had	  any	  formal	  training	  or	  experience	  taking	  photographs	  before	  and	  I	  was	  

intimidated	  to	  share	  my	  images	  with	  the	  class.	  	  I	  made	  arrangements	  to	  meet	  with	  Brent	  Hirak,	  

a	  doctoral	  student	  who	  is	  also	  a	  working	  photographer	  to	  get	  some	  suggestions	  for	  improving	  

my	  photographs.	  	  Brent	  took	  me	  outdoors	  and	  told	  me	  to	  point	  and	  shoot,	  encouraging	  me	  to	  



	  

93	  
	  

take	  a	  lot	  of	  photographs	  to	  choose	  from	  in	  order	  to	  be	  successful.	  	  I	  took	  over	  300	  pictures	  of	  

Elizabeth’s	  baby	  booties	  that	  day.	  The	  next	  week,	  when	  I	  presented	  my	  images	  to	  the	  class,	  I	  

was	  able	  to	  weave	  together	  the	  ways	  the	  photographs	  assisted	  me	  in	  using	  shoes	  as	  a	  narrative	  

scaffolding	  device	  to	  theorize	  my	  pedagogy	  (Weber,	  2005).	  My	  daughter’s	  first	  pair	  of	  shoes	  

became	  the	  first	  objects	  I	  decided	  to	  include	  in	  my	  dissertation	  exhibition,	  while	  the	  photovoice	  

exercise	  and	  memory	  work	  helped	  me	  curate	  them	  in	  more	  provocative	  ways.	  Weber	  (2008)	  

asks,	  “What	  kinds	  of	  stories	  can	  images	  tell”	  (p.	  50)?	  	  The	  photovoice	  exercise	  profoundly	  

shaped	  the	  ways	  I	  began	  to	  tell	  my	  dress	  stories	  in	  my	  self-‐study.	  	  Therefore	  the	  dissertation	  as	  

catalogue	  is	  an	  exercise	  in	  photovoice,	  where	  my	  images	  tell	  the	  story	  of	  my	  becoming	  undone.	  

	  

Weaving	  a	  Life	  

How	  might	  one	  be	  done	  and	  undone	  in	  autobiographical	  inquiry	  and	  why	  does	  lived	  

experience	  matter	  to	  art	  education?	  Clandinin	  and	  Connelly	  (2000)	  describe	  narrative	  knowing	  

in	  the	  following	  quote,	  “[e]xperience	  is	  what	  we	  study,	  and	  we	  study	  it	  narratively	  because	  

narrative	  thinking	  is	  a	  key	  form	  of	  experience	  and	  a	  key	  way	  of	  writing	  and	  thinking	  about	  it”	  (p.	  

18).	  As	  I	  considered	  how	  autobiographical	  inquiry	  could	  allow	  me	  to	  engage	  in	  my	  own	  lived	  

experiences	  as	  curator,	  artist,	  researcher,	  and	  teacher,	  I	  found	  myself	  asking,	  what	  would	  it	  

mean	  for	  me	  to	  study	  my	  curator	  self	  and	  my	  curator	  practices	  anew?	  Bullough	  and	  Pinnegar	  

(2001)	  ask,	  “What	  makes	  a	  piece	  of	  self-‐writing	  research?”	  (p.	  14).	  It	  becomes	  research,	  not	  

when	  it	  focuses	  solely	  on	  the	  self,	  but	  when	  the	  self	  is	  studied	  in	  relation	  to	  practice	  and	  others.	  
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According	  to	  Bullough	  and	  Pinnegar	  (2001),	  this	  is	  the	  only	  way	  a	  researcher	  will	  ever	  be	  able	  to	  

answer	  the	  “so	  what”	  (p.	  15)	  question.	  In	  an	  inquiry	  devoted	  to	  notions	  of	  caring,	  I	  had	  to	  ask,	  

who	  cares	  about	  my	  stories?	  	  It	  was	  worth	  knowing	  how	  I	  arrived	  at	  my	  current	  place	  as	  

curator,	  artist,	  researcher,	  and	  teacher?	  Similarly,	  Griffiths	  (1995)	  asks,	  “So	  how	  did	  I	  come	  to	  

be	  myself?	  And	  is	  what	  I	  take	  to	  be	  myself	  my	  real	  self?”	  (p.	  1).	  Further,	  Griffiths	  (1995)	  asserts	  

these	  questions	  matter	  because	  they	  affect	  what	  we	  do	  in	  the	  circumstances	  we	  find	  ourselves	  

always	  within	  a	  historical	  present.	  I	  question	  what	  the	  processes	  of	  retracing	  my	  steps	  might	  

mean	  to	  my	  knowing	  and	  being	  in	  the	  world?	  Really	  thinking	  about	  one’s	  formation	  can	  be	  a	  

painful	  and	  vulnerable	  act.	  I	  started	  questioning	  the	  ways	  my	  multiple	  roles	  as	  curator,	  artist,	  

researcher,	  teacher,	  and	  mother	  inform	  my	  ongoing	  identity	  formation.	  	  

Roth	  (2005)	  argues	  autobiography	  and	  autoethnography	  can	  be	  used	  to	  construct	  

knowing	  within	  our	  intersubjectivities,	  “understanding	  the	  Self	  to	  understand	  the	  Other”	  (p.	  

15).	  I	  interrogated	  my	  intersubjectivities	  to	  understand	  myself	  as	  a	  curator	  in	  relation	  to	  the	  

Other.	  I	  wondered	  how	  would	  I	  find	  the	  other	  in	  myself	  and	  my	  collections?	  	  I	  worried	  if	  I	  

reviewed	  what	  was	  and	  what	  is	  precious,	  might	  my	  cannon(s)	  be	  dislodged?	  I	  was	  committed	  to	  

the	  idea	  of	  going	  beyond	  myself,	  of	  rubbing	  up	  against	  the	  Other.	  In	  going	  beyond	  myself,	  I	  

anticipated	  locating	  new	  meanings	  for	  my	  identity	  and	  for	  my	  practices	  as	  a	  curator,	  artist,	  

researcher,	  and	  teacher.	  	  I	  sought	  to	  restructure,	  reinterpret,	  and	  reconceptualize	  my	  practices	  

and	  priorities	  across	  contexts;	  and	  narrative	  in	  order	  to	  seek	  new	  meanings,	  and	  narrative	  

would	  help	  me	  get	  there.	  	  
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Witherell	  and	  Noddings	  (1991)	  assert	  story	  and	  narrative	  are	  the	  primary	  tools	  for	  the	  

work	  of	  educators	  and	  for	  seeking	  meaning	  in	  our	  lives:	  “It	  is	  dialogue	  that	  allows	  the	  

negotiations	  of	  meanings	  through	  which	  the	  self	  in	  relation	  to	  other	  selves	  and	  to	  one’s	  cultural	  

communities	  is	  constituted”	  (p.	  7).	  In	  art	  education,	  autobiographical	  narratives	  allow	  for	  

deeper	  understanding	  of	  practices	  (Barrett,	  2004;	  Grauer,	  Irwin,	  &	  Zimmerman,	  2003;	  Le	  Pierre,	  

1998;	  Rahn,	  1998;	  Raunft,	  2001;	  Saccá	  &	  Zimmerman,	  1998),	  offering	  opportunities	  for	  

personal	  stories	  to	  rub	  up	  against	  art	  teacher	  identities	  (Check,	  2005;	  Jaksch,	  2003;	  Suominen	  &	  

Guyas,	  2007),	  and	  entering	  private	  spaces	  where	  illness,	  pain,	  and	  vulnerability	  lead	  to	  

alternative	  ways	  of	  conceptualizing	  the	  field	  (Baker,	  1998;	  Barrett,	  Smith-‐Shank,	  &	  Stuhr,	  2008;	  

Kind,	  2006).	  Barrett	  (2011)	  describes	  opportunities	  for	  personal	  narratives	  to	  lessen	  loneliness	  

and	  isolation	  when	  people	  share	  their	  difficult	  experiences	  with	  one	  another—“The	  

conversations	  and	  writings	  quickly	  help	  form	  communities	  of	  care”	  (p.	  100).	  	  Narrative	  

conversations	  within	  community	  weave	  together	  text	  and	  imagery	  in	  powerful	  ways.	  	  Art	  

educators	  may	  create	  a	  patchwork	  of	  their	  pedagogy	  (see	  Figure	  63)	  as	  they	  knit,	  stitch,	  weave,	  

knot,	  and	  quilt	  together	  themes	  of	  mothers	  and	  daughters,	  identify,	  and	  female	  experience	  

(Irwin,	  Stephenson,	  Robertson,	  Neale,	  Mastri	  &	  Crawford,	  1998).	  

This	  inquiry	  allowed	  me	  to	  curate	  my	  autobiographical	  narratives	  to	  explore	  ways	  to	  

care	  and	  to	  form	  communities	  of	  care,	  as	  I	  contextualized	  my	  practices,	  identities,	  and	  

vulnerable	  private	  spaces.	  	  Seeking	  meaning	  in	  my	  curator	  life	  was	  a	  very	  vulnerable	  act	  for	  me.	  	  

It	  returned	  me	  to	  the	  idea	  of	  certainty	  and	  uncertainty	  and	  called	  for	  me	  to	  allow	  for	  
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uncertainty.	  	  In	  being	  vulnerable,	  I	  discovered	  certainty	  and	  uncertainty	  were	  imbued	  with	  

power.	  	  I	  had	  to	  start	  to	  listen	  for	  these	  insights.	  	  Bullough	  and	  Pinnegar	  (2001)	  add	  the	  

following:	  

	  

A	  self-‐study	  is	  a	  good	  read,	  attends	  to	  “nodal	  moments”	  of	  teaching	  and	  being	  a	  teacher	  
educator	  and	  thereby	  enables	  reader	  insight	  or	  understanding	  into	  self,	  reveals	  a	  lively	  
conscience	  and	  balanced	  sense	  of	  self-‐importance,	  tells	  a	  recognizable	  teacher	  or	  
teacher	  educator	  story,	  portrays	  character	  development	  in	  the	  face	  of	  serious	  issues	  
within	  complex	  settings,	  gives	  place	  to	  the	  dynamic	  struggle	  of	  living	  life	  whole,	  and	  
offers	  new	  perspective.	  (p.	  19)	  
	  
	  

The	  autobiography	  and	  self-‐study	  in	  teacher	  education	  work	  of	  Sandra	  Weber	  and	  Claudia	  

Mitchell	  (Weber	  &	  Mitchell,	  1995;	  2004a;	  2004b)	  helped	  me	  find	  my	  way	  back	  to	  costume	  

curating	  as	  an	  art	  educator	  and	  to	  attune	  to	  nodal	  moments	  in	  my	  curating.	  

	  

Dress	  Stories	  as	  Practice	  

It	  was	  a	  search	  for	  the	  personal,	  for	  the	  autobiographical	  that	  first	  provoked	  the	  

curating	  of	  the	  Dress	  Stories	  exhibition.	  Weber	  and	  Mitchell	  (2004a)	  challenge	  educators	  to	  

consider	  ways	  to	  make	  their	  intentions	  and	  actions	  transparent	  by	  asking	  women	  to	  talk	  and	  

write	  about	  dress	  labeling	  the	  narratives	  “dress	  stories”	  (p.	  4).	  The	  authors	  stipulate:	  

	  

Clothing,	  as	  objects	  of	  material	  culture,	  can	  act	  as	  both	  entry	  points	  for	  personal	  (and	  
private)	  autobiography	  in	  relation	  to	  questions	  of	  identity,	  as	  well	  as	  entry	  points	  for	  
understanding	  the	  social	  components	  of	  identity	  as	  read	  through	  individual	  and	  
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collective	  responses	  to	  a	  particular	  clothing	  artifact—	  what	  might	  be	  described	  as	  ‘the	  
wearer’s	  view.’	  (Weber	  &	  Mitchell,	  2004a,	  p.	  5)	  
	  
	  

When	  I	  curated	  Suiting	  the	  Modern	  Woman	  I	  included	  the	  wearer’s	  views	  and	  shared	  the	  

individual	  stories	  of	  the	  twenty-‐eight	  high	  profile	  Texas	  women	  and	  their	  dress	  for	  success	  

philosophies.	  	  The	  wearers’	  views	  were	  those	  of	  politicians,	  executives,	  media	  personalities,	  

bankers,	  university	  presidents,	  and	  fine	  arts	  administrators.	  	  Mary	  Kay	  Ash	  described	  her	  

famous	  pink	  Director	  suit;	  Marilyn	  Oshman	  recounted	  the	  camouflage	  fatigues	  she	  wore	  to	  

work	  as	  a	  CEO	  in	  a	  war	  to	  increase	  profits;	  attorney	  Sarah	  Weddington	  described	  the	  suit	  she	  

wore	  while	  working	  on	  the	  famous	  Roe	  v.	  Wade	  case;	  and	  former	  Governor	  Ann	  Richards	  

described	  her	  inauguration	  suit.	  	  As	  an	  emerging	  feminist	  curator,	  it	  was	  a	  priority	  for	  me	  to	  me	  

to	  weave	  women’s	  stories	  into	  my	  exhibition	  planning.	  And	  now,	  in	  my	  dissertation	  inquiry	  the	  

wearer’s	  views	  are	  my	  own.	  	  These	  are	  my	  dress	  stories	  that	  I	  seek	  to	  contextualize	  in	  the	  

curating.	  Steele	  (1989a)	  calls	  for	  contextualization	  of	  clothing:	  	  

	  

There	  is	  rarely	  a	  single	  meaning	  attached	  to	  each	  article	  of	  clothing.	  	  Instead,	  its	  
meanings	  depend	  on	  the	  context—Who	  wears	  it?	  When?	  Along	  with	  what	  other	  
clothes?	  	  What	  is	  the	  history	  of	  the	  garment?	  (p.	  6)	  

	  

As	  an	  art	  educator	  interested	  in	  fashion	  and	  self-‐fashioning,	  the	  opportunity	  to	  explore	  dress	  

and	  identity	  suits	  me	  and	  my	  research	  as	  I	  search	  for	  meanings	  in	  clothes	  and	  opportunities	  to	  

move	  back	  and	  forth	  between	  material	  objects	  and	  my	  autobiographical	  narratives	  and	  critical	  

memory	  work	  (Mitchell	  &	  Webber,	  1999;	  Webber	  &	  Mitchell,	  2004b).	  	  Mitchell	  &	  Weber	  (1999)	  
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suggest	  researchers	  work	  their	  way	  back	  through	  memories,	  focusing	  on	  both	  what	  is	  

remembered	  and	  how	  it	  is	  remembered,	  noting:	  	  	  

	  

[t]his	  is	  done	  by	  remembering	  and	  then	  remembering	  again,	  or	  by	  telling	  a	  memory	  and	  
then	  engaging	  in	  a	  re-‐telling	  where	  we	  attend	  to	  why	  we	  have	  remembered	  something	  a	  
certain	  way	  and	  what	  this	  might	  mean	  to	  our	  work	  as	  teachers.	  (p.	  48)	  
	  
	  

The	  Dress	  Stories	  exhibition	  allowed	  me	  to	  contextualize	  my	  dresses-‐in-‐use,	  my	  dresses	  

embodied,	  and	  my	  dresses	  worn.	  	  “Bought	  or	  made,	  then	  worn,	  forgotten,	  remembered,	  

reconstructed,	  and	  reinterpreted,	  each	  dress	  offers	  new	  glimpses	  into	  how	  we	  construct	  

meaning	  in	  our	  daily	  lives”	  (Weber	  &	  Mitchell,	  2004a,	  p.	  6).	  	  I	  intentionally	  titled	  my	  exhibition	  

Dress	  Stories	  to	  theorize	  the	  significance	  of	  the	  material	  objects	  I	  displayed,	  even	  though	  I	  no	  

longer	  can	  wear	  the	  majority	  of	  clothing	  I	  continue	  to	  keep	  and	  care	  for	  (Bye	  &	  McKinney,	  

2007).	  The	  title	  of	  the	  exhibition	  spoke	  to	  the	  dress-‐meanings	  and	  the	  ways	  I	  might	  find	  

meanings	  in	  my	  collections.	  “A	  wide	  range	  of	  meanings	  are	  constructed	  and	  co-‐exist	  around	  

and	  through	  our	  clothes—	  some	  of	  them	  fleeting	  and	  unstable,	  some	  of	  them	  contradictory”	  

(Weber	  &	  Mitchell,	  2004a,	  p.	  255).	  These	  fleeting,	  unstable,	  and	  contradictory	  meanings	  were	  

installed	  on	  dress	  forms	  in	  the	  gallery	  and	  denoted	  in	  the	  exhibition	  didactics.	  The	  dress	  stories	  

I	  offer	  are	  personal	  and	  meaningful	  to	  me.	  The	  dress	  stories	  are	  not	  chronological	  of	  my	  life	  

lived	  in	  my	  clothes,	  rather	  they	  move	  back	  and	  forth,	  across	  five	  generations	  of	  collectors	  in	  my	  

family,	  as	  the	  curatorial	  narratives	  of	  my	  identity.	  	  



	  

99	  
	  

Weber	  and	  Mitchell	  (2004a)	  argue	  attention	  should	  be	  given	  to	  the	  “connotative	  

personal	  meanings”	  (p.	  255)	  as	  dresses	  assume	  and	  call	  for	  ways	  to	  juxtapose	  specific	  dresses	  

with	  denotative	  meanings—	  in	  other	  words,	  attention	  should	  be	  given	  to	  the	  ways	  we	  construct	  

and	  deconstruct	  the	  meaning	  of	  our	  clothes.	  Weber	  and	  Mitchell	  (2004b)	  use	  both	  their	  bodies	  

and	  their	  clothes	  in	  their	  theorizing	  by	  enacting	  “Robe	  to	  Robe”	  (p.	  989),	  a	  performance	  of	  both	  

their	  academic	  robes	  and	  bathrobes	  to	  comment	  on	  the	  ways	  we	  “dis-‐robe”	  each	  other	  (p.	  

991).	  	  Their	  performance	  provoked	  me	  to	  include	  my	  own	  pink	  bathrobe	  in	  the	  Dress	  Stories	  

exhibition.	  	  I	  slung	  it	  casually	  over	  the	  closet	  door	  in	  the	  center	  of	  the	  gallery	  to	  act	  as	  a	  

deliberate	  contradiction	  in	  the	  exhibition—	  a	  space	  between	  my	  public	  and	  the	  private	  

performances	  of	  the	  curatorial.	  My	  bathrobe	  became	  conceptual	  and,	  like	  Jim	  Dine’s	  bathrobe	  

images	  of	  the	  1970s	  (Cottell	  &	  Schoettle,	  1986),	  suddenly	  acted	  as	  a	  surrogate	  for	  my	  own	  self-‐

portrait	  in	  the	  exhibition.	  

As	  I	  considered	  the	  visual	  modes	  for	  representing	  myself	  in	  my	  self-‐curating,	  I	  

incorporated	  performance,	  photography,	  and	  art	  installation	  (Weber	  &	  Mitchell,	  2004b)	  to	  

reinterpret	  and	  represent	  my	  research.	  Moreover,	  I	  asked	  myself	  questions	  about	  the	  particular	  

dresses	  in	  the	  exhibition,	  and	  how	  I	  might	  display	  them	  and	  write	  about	  them	  in	  particular	  ways	  

as	  an	  “artful	  exploration”	  (Weber	  &	  Mitchell,	  2004b,	  p.	  999).	  	  The	  inquiry	  stitches	  together	  

autobiography,	  dress	  stories,	  and	  a/r/tography.	  In	  weaving	  these	  methodologies	  together,	  my	  

life,	  my	  lived	  inquiry	  informs	  my	  ways	  of	  knowing	  (Belenky,	  Clinchy,	  Goldberger,	  &	  Tarule,	  1986)	  

and	  more	  importantly,	  allows	  for	  image-‐based	  renderings	  of	  my	  nodal	  moments	  as	  curator,	  
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artist,	  researcher,	  and	  teacher.	  

	  

Being	  in	  A/r/tography	  

In	  this	  chapter	  devoted	  to	  outlining	  the	  methods	  used	  in	  my	  inquiry,	  I	  appreciate	  the	  

a/r/tographical	  understanding	  of	  methodology	  (Sinner,	  Leggo,	  Irwin,	  Gouzouasis,	  &	  Grauer,	  

2006)	  and	  move	  away	  from	  traditional	  research	  orientations,	  to	  shift	  the	  terminology	  of	  

“methods”	  to	  that	  of	  “practices,”	  allowing	  for	  the	  range	  of	  my	  curator	  performative	  activities	  

accompanied	  by	  textual	  and	  visual	  representations.	  A/r/tography	  is	  a	  hybrid	  research	  

methodology	  that	  “begins	  from	  the	  practices	  of	  artists,	  researchers,	  and	  educators,	  who,	  

through	  ongoing	  inquiry	  in	  and	  through	  time,	  share	  their	  processes	  of	  inquiry	  as	  well	  as	  the	  

products	  that	  are	  derived	  from	  those	  inquiries”	  (Sinner,	  Leggo,	  Irwin,	  Gouzouasis,	  &	  Grauer,	  

2006,	  p.	  1227).	  	  A/r/tography	  is	  at	  once	  a	  research	  strategy	  and	  a	  creative	  activity	  (Irwin,	  2013).	  	  

It	  calls	  researchers	  to	  re-‐imagine	  their	  life	  histories	  and	  to	  re-‐present	  those	  histories	  in	  image,	  

objects,	  reflections,	  interpretations,	  and	  actions.	  A/r/tography	  allows	  researchers	  to	  deeply	  

consider	  how	  data	  is	  conceived	  and	  nurtured	  (Triggs,	  Irwin,	  &	  O’Donoghue,	  2014).	  

A/r/tographic	  practice	  is	  in	  movement	  and	  in	  relation	  to	  and	  with	  events	  and	  artifacts	  

(Triggs,	  Irwin,	  &	  O’	  Donoghue,	  2014).	  This	  resonates	  with	  me	  as	  I	  curate	  an	  exhibition	  event	  full	  

of	  my	  personal	  artifacts	  (see	  Figure	  66).	  	  A/r/tography	  allows	  me	  to	  listen	  to	  myself,	  to	  really	  

listen,	  and	  to	  explore	  artmaking	  as	  a	  way	  into	  research.	  	  My	  willingness	  to	  go	  further	  through	  

a/r/tography	  marks	  a	  turning	  point	  for	  me	  in	  my	  doctoral	  studies.	  I	  am	  drawn	  to	  new	  places,	  
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probabilities,	  plausibilities,	  and	  possibilities	  (Sullivan,	  2010;	  Triggs,	  Irwin,	  &	  O’	  Donoghue,	  2014)	  

to	  curate,	  create,	  research,	  and	  teach.	  Susana	  McCune	  (2013)	  engages	  in	  a/r/tography	  to	  

explore	  themes	  of	  death,	  grief,	  and	  bereavement	  as	  a	  caregiving	  professional,	  providing	  

psychological	  care	  working	  with	  hospice.	  	  These	  are	  things	  in	  the	  world	  that	  matter	  to	  her	  and	  

her	  inquiry.	  	  Like	  McCune	  (2013),	  my	  inquiry	  is	  an	  opportunity	  to	  explore	  what	  matters	  to	  me.	  	  	  

Irwin	  (2004)	  offers	  three	  kinds	  of	  thought	  for	  art	  educators—knowing,	  doing,	  and	  

making	  as	  a	  third	  space	  which	  allows	  for	  intellect,	  feeling,	  and	  practice	  to	  create	  intertextuality.	  

Knowing,	  doing,	  and	  making	  become	  metaphors	  for	  the	  very	  processes	  and	  products	  created	  

and	  used	  within	  the	  inquiry	  (Irwin,	  2004).	  	  By	  stitching	  together	  my	  autobiography	  with	  

a/r/tography,	  I	  trouble	  the	  questions	  of	  who	  I	  am	  and	  how	  I	  evolved	  as	  a	  curator,	  artist,	  

teacher,	  and	  researcher	  through	  knowing,	  doing,	  and	  making.	  	  I	  was	  willing	  to	  dwell	  in	  

a/r/tographical	  spaces	  that	  lead	  to	  introspections,	  extreme	  self-‐reflection,	  and	  personal	  

renewal.	  	  I	  wanted	  to	  go,	  to	  be	  in	  the	  gaps	  and	  spaces	  of	  my	  identity	  as	  a	  curator	  as	  artist,	  

researcher,	  and	  teacher.	  	  I	  wanted	  my	  dissertation	  to	  take	  an	  alternative	  form.	  	  “Moving	  

beyond	  traditional	  text-‐based	  dissertations	  to	  embrace	  the	  complex	  discourses	  possible	  within	  

the	  areas	  generates	  a	  new	  system	  of	  exchange	  where	  arts-‐based	  educational	  research	  unfolds	  

as	  a	  provocative	  mode	  of	  inquiry”	  (Sinner,	  Leggo,	  Irwin,	  Gouzouasis,	  &	  Grauer,	  2006,	  p.	  1225).	  	  

Pearse	  (2004)	  calls	  for	  opportunities	  for	  “being	  in”	  and	  “dwelling	  in”	  as	  a	  research	  stance,	  “This	  

kind	  of	  immersion	  and	  savouring	  and	  openness	  to	  being	  connected	  is	  the	  research	  praxis	  to	  

which	  we	  must	  strive”	  (p.	  185).	  	  It	  is	  in	  this	  immersion	  that	  change	  can	  occur—in	  our	  art,	  
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research,	  teaching	  and	  changing	  (Triggs,	  Irwin,	  &	  O’	  Donoghue,	  2014).	  	  Moreover,	  in	  

a/r/tography,	  “research	  questions	  emerge	  and	  change	  over	  time	  through	  a	  perspective	  of	  living	  

inquiry”	  (Sinner,	  Leggo,	  Irwin,	  Gouzouasis,	  &	  Grauer,	  2006,	  p.	  122).	  	  When	  I	  first	  proposed	  my	  

questions,	  I	  could	  not	  fully	  imagine	  the	  significance	  the	  Dress	  Stories	  exhibition	  would	  play	  in	  

the	  inquiry,	  or	  the	  ways	  it	  would	  alter	  me.	  I	  also	  did	  not	  anticipate	  or	  create	  space	  for	  my	  own	  

artmaking	  to	  come	  out	  of	  the	  curatorial	  practice	  once	  the	  exhibition	  was	  over.	  However,	  

“[a]rts-‐based	  research	  must	  demonstrate	  that	  artful	  expression	  is	  at	  the	  heart	  of	  the	  inquiry”	  

(Sinner,	  Leggo,	  Irwin,	  Gouzouasis,	  &	  Grauer,	  2006,	  p.	  1242).	  But	  during	  the	  writing	  of	  the	  

dissertation,	  I	  could	  not	  imagine	  not	  making	  art	  after	  being	  transformed	  by	  a/r/tography.	  

Becoming	  an	  artist	  was	  new	  terrain	  for	  me.	  “There	  can	  be	  no	  being	  a/r/tography	  without	  the	  

process	  of	  becoming	  a/r/tography”	  (Irwin,	  2013,	  p.	  200).	  Becoming	  a/r/tography	  required	  

thinking	  through	  my	  artist,	  researcher,	  and	  teacher	  identity	  construction.	  Thinking	  of	  myself	  as	  

subject-‐in-‐process	  becoming	  a	  curator	  required	  I	  be	  willing	  to	  go	  there,	  to	  journey	  towards	  

curating	  and	  set	  in	  motion	  curating	  in	  pedagogical	  ways.	  This	  meant	  I	  had	  to	  trouble	  the	  idea	  of	  

myself	  as	  artist	  further.	  This	  was	  a	  shift	  from	  wanting	  to	  be	  a	  curator	  to	  wanting	  to	  become	  a	  

curator	  requires	  time	  to	  embody	  and	  experience	  living	  the	  inquiry	  (Irwin,	  2013).	  

	  

Walking	  In	  

Irwin	  (2013)	  offers	  a	  reflexive	  walking	  pedagogy	  and	  a	  walking	  methodology	  through	  

which	  new	  knowledge	  may	  be	  produced.	  	  Walking	  in	  particular	  “allows	  researchers	  and	  
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participants	  access	  to	  experiences	  that	  are	  multi-‐layered,	  sensory,	  and	  affective,	  which	  help	  us	  

reach	  beyond	  the	  personal	  to	  social	  understandings”	  (Irwin,	  2013,	  p.	  204).	  Like	  Kind	  (2006)	  who	  

often	  took	  walks	  during	  the	  most	  difficult	  times	  in	  her	  research,	  I	  worked	  to	  reconsider	  what	  

walking	  might	  mean	  to	  my	  work.	  	  As	  I	  worked	  to	  map	  the	  cartography	  of	  a/r/tography	  in	  my	  

inquiry,	  I	  imagined	  gallery	  maps	  for	  navigating	  an	  exhibition,	  but	  soon	  realized	  the	  maps	  I	  most	  

needed	  were	  those	  for	  becoming	  curator.	  Curating	  the	  Dress	  Stories	  exhibition	  was	  my	  

becoming-‐event	  (Irwin,	  2013).	  	  My	  first	  steps	  into	  the	  walking	  were	  steps	  that	  were	  all	  too	  

familiar	  to	  me—the	  steps	  of	  mounting	  a	  fashion	  exhibition.	  The	  practice	  of	  curating	  set	  in	  

motion	  the	  journeying	  towards	  my	  knowing.	  	  	  

	  

Liminal	  Learning	  

Completing	  the	  punch	  list	  allowed	  me	  to	  dwell	  in	  curatorial	  spaces	  as	  liminal	  spaces	  

(Irwin,	  2013;	  Irwin,	  Springgay,	  &	  de	  Cosson,	  2008).	  	  It	  was	  only	  after	  the	  exhibition	  was	  over,	  I	  

began	  to	  recognize	  my	  liminal	  learning	  was	  just	  beginning.	  The	  punch	  list	  represents	  what	  I	  

already	  knew	  about	  curating,	  what	  I	  brought	  to	  the	  experience.	  I	  began	  to	  wonder	  about	  the	  

possibilities	  of	  what	  I	  still	  didn’t	  know	  after	  the	  curating	  was	  completed.	  	  The	  word	  “liminal”	  

comes	  from	  the	  Latin	  word	  limens,	  meaning	  threshold,	  a	  threshold	  of	  waiting,	  transition,	  or	  not	  

knowing.	  Liminal	  spaces	  are	  spaces	  between	  an	  inciting	  incident	  and	  its	  resolution.	  	  They	  are	  

often	  periods	  of	  discomfort	  and	  transformation.	  Liminal	  spaces	  “offer	  ways	  for	  individuals	  to	  

understand	  their	  own	  strangeness,	  their	  own	  liminal	  spaces	  of	  experience”	  (Irwin,	  2007,	  p.	  
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1402).	  It	  is	  in	  the	  liminal	  spaces	  we	  begin	  to	  learn	  and	  ask	  “are	  we	  ready	  to	  answer	  our	  longing	  

for	  deeper	  meaning	  making,	  to	  answer	  our	  need	  to	  work,	  create	  and	  care?”	  (Irwin,	  2007,	  p.	  

1403).	  	  In	  arts-‐based	  inquiries,	  “researchers	  are	  immersed	  in	  a	  journey	  of	  discovery,	  of	  learning	  

about	  themselves	  as	  well	  as	  learning	  about	  themselves	  in	  relationship	  to	  others”	  (Sinner,	  Leggo,	  

Irwin,	  Gouzouasis,	  &	  Grauer,	  2006,	  p.	  1242).	  	  But	  what	  if	  you	  don’t	  have	  someone	  to	  share	  the	  

journey	  with?	  	  What	  becomes	  of	  our	  collections	  and	  recollections	  if	  we	  don’t	  hand	  them	  down	  

to	  others?	  	  

	  

Turning	  Thresholds	  

I	  take	  turns	  between	  the	  things	  I	  collect	  of	  mine	  and	  the	  things	  I	  hold	  for	  others.	  	  

Curators	  traditionally	  care	  for	  other	  people’s	  things.	  But	  this	  inquiry	  is	  not	  only	  an	  exhibition	  of	  

other	  people’s	  things.	  	  I	  am	  implicated	  in	  the	  borders	  between	  my	  possessions.	  	  Rogoff	  (2010)	  

reminds	  readers,	  “[i]n	  a	  turn,	  we	  turn	  away	  from	  something	  or	  towards	  or	  around	  something	  

and	  it	  is	  we	  who	  are	  in	  movement,	  rather	  than	  it”	  (p.	  42,	  italics	  in	  the	  original).	  I	  am	  the	  

movement.	  	  I	  am	  the	  turning.	  In	  the	  turning	  movements,	  I	  turn	  back,	  turn	  towards,	  turn	  away,	  

and	  return	  to	  reconnect.	  	  Sheikh	  (2011)	  describes	  turning	  in	  the	  following:	  

	  

Surely,	  then,	  the	  pedagogical,	  or	  educational,	  turn	  is,	  at	  best,	  an	  attempt	  to	  reconnect	  
these	  processes,	  to	  recover	  what’s	  been	  lost	  and,	  at	  its	  most	  ambitious,	  it	  becomes	  an	  
attempt	  to	  redirect	  these	  processes	  towards	  a	  new	  self-‐reflexivity,	  a	  new	  auto-‐critique,	  
even	  towards	  a	  new	  potential	  of	  ‘publicness’,	  and	  a	  renewal	  of	  how	  ‘publics’	  are	  
conceived	  and	  produced.	  (p.	  68)	  
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Further,	  Wilson	  and	  O’Neill	  (2010)	  suggest	  a	  turn	  may	  pertain	  to	  a	  process	  of	  change,	  a	  

movement,	  a	  flux,	  a	  shifting	  of	  territories,	  a	  path,	  a	  conversion,	  or	  a	  reversal.	  	  	  For	  me,	  I	  see	  the	  

curatorial	  turn,	  leading	  to	  a	  creative	  path,	  moving	  over	  a	  theoretical	  terrain,	  comprising	  a	  

pedagogical	  geography.	  	  	  	  

	  

C/a/r/tographies	  of	  Becoming	  

A/r/tography	  invites	  deeply	  reflexive	  interpretations,	  uncertainties,	  and	  tensions	  

residing	  in	  the	  spaces	  between	  and	  betwixt	  who	  we	  are	  and	  what	  we	  do	  in	  our	  practices	  as	  

artists,	  researchers,	  and	  teachers.	  	  Irwin	  (2004)	  describes	  the	  double	  dashes	  in	  the	  writing	  of	  

“a/r/tography”	  as	  a	  way	  of	  visioning	  the	  roles	  of	  artist,	  teacher,	  and	  researcher	  and	  as	  a	  way	  of	  

uniting	  identities	  and	  practices	  in	  ways	  that	  surface	  tensioned	  possibilities	  in	  this	  methodology.	  	  

In	  my	  inquiry	  I	  propose	  the	  adding	  of	  yet	  a	  letter	  and	  dash	  in	  the	  a/r/tography	  acronym	  to	  

create	  another	  way	  to	  integrate	  the	  roles	  in	  my	  personal	  and	  professional	  life.	  	  Subsequently,	  I	  

add	  a	  “c”	  for	  “curator”	  beside	  and	  between	  the	  slashes	  of	  “a/r/tography”	  to	  create	  the	  

acronym	  “c/a/r/tography”	  where	  curator/artist/researcher/teacher	  identities	  converge	  and	  

diverge,	  and	  may	  be	  mapped	  in	  my	  re-‐presentations	  of	  self	  and	  practice	  (McCartney,	  2011,	  

2014,	  2015).	  	  It	  is	  these	  cartographies	  of	  becoming	  (Irwin,	  2013;	  Masny,	  2013)	  I	  seek	  to	  render	  

in	  creative	  ways,	  where	  I	  might	  actually	  map	  a	  cartography	  of	  and	  for	  a/r/tography.	  Yaeger	  

(1996)	  describes	  autocartography	  as	  a	  narrative	  and	  themed	  space	  to	  consider	  our	  geographies	  

of	  identity.	  What	  does	  it	  mean	  for	  me	  being	  in	  a/r/tography,	  as	  c/a/r/tography?	  Gordon	  (1980)	  
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suggests	  maps	  be	  transformed	  “from	  an	  instrument	  of	  measurement	  to	  an	  instrument	  of	  

inquiry	  becoming	  finally	  an	  instrument	  of	  examination”	  (p.	  74).	  How	  do	  I	  set	  about	  planning	  the	  

journey	  of	  where	  I	  want	  to	  go?	  	  How	  might	  I	  begin	  to	  chart	  a	  path	  as	  I	  seek	  new	  routes,	  and	  will	  

new	  routes	  lead	  to	  life	  changing	  experiences?	  	  “What	  you	  chart	  is	  already	  where	  you’ve	  been.	  	  

But	  where	  we	  are	  going,	  there	  is	  no	  chart	  yet,”	  (Audre	  Lorde	  as	  cited	  in	  Friedman,	  1998,	  p.	  3).	  	  

In	  order	  to	  understand	  identity	  and	  place,	  I	  would	  have	  to	  become	  displaced	  in	  my	  geographies	  

(McDowell,	  1999).	  	  A	  map	  is	  not	  a	  tracing	  (Delueze	  &	  Guattari,	  1987;	  Irwin,	  2013;	  Masny,	  2013).	  	  

A	  map	  “is	  about	  experimentation:	  altering,	  reversing,	  modifying,	  among	  individuals	  and	  groups,	  

across	  time	  and	  space”	  (Irwin,	  2013,	  p.	  211).	  A	  map	  is	  open	  and	  connectable,	  with	  multiple	  

entryways,	  the	  map	  has	  to	  do	  with	  performance.	  	  “It	  can	  be	  drawn	  on	  a	  wall,	  conceived	  as	  a	  

work	  of	  art,	  constructed	  as	  a	  political	  action	  or	  as	  a	  meditation”	  (Deleuze	  &	  Guattari,	  1987,	  p.	  

12).	  In	  that	  sense,	  the	  Dress	  Stories	  exhibition	  itself	  becomes	  a	  map,	  open,	  and	  connectable,	  

with	  multiple	  entryways,	  and	  having	  to	  do	  with	  performance.	  The	  renderings	  of	  the	  exhibition	  

become	  traces,	  and	  I	  put	  the	  tracing	  on	  the	  map	  (Masny,	  2013)	  in	  my	  traveling	  towards	  

becoming-‐curator.	  

	  

A	  Traveler’s	  Tale	  

Like	  Ricketts	  and	  Snowber	  (2013),	  I	  trace	  and	  transverse	  the	  footsteps	  of	  my	  expeditions	  

and	  seek	  courage	  to	  create	  meaning	  out	  of	  critical	  incidents	  in	  the	  journeying	  of	  my	  life—a	  

journey	  with	  twists,	  turns,	  and	  curves	  along	  the	  way.	  	  I	  had	  to	  cultivate	  spaces	  to	  be	  vulnerable	  



	  

107	  
	  

between	  my	  public	  and	  private	  spaces,	  and	  to	  deeply	  consider	  what	  might	  be	  the	  provisional	  

results	  of	  my	  praxis.	  	  “A/r/tography	  is	  a	  process,	  and	  not	  a	  product”	  (Pryer,	  2004,	  p.	  202),	  where	  

understandings	  are	  more	  important	  than	  findings,	  and	  where	  getting	  found	  means	  getting	  lost.	  

An	  artistic	  cartography,	  or	  creative	  cartography	  maps	  connections	  and	  possibilities	  seeking	  

what	  it	  lost	  and	  contextualizing	  what	  is	  found	  along	  the	  way.	  

In	  rendering	  “c/a/r/tography,”	  I	  discovered	  opportunities	  for	  curating	  exegesis.	  “An	  

exegesis	  is	  a	  critical	  explanation	  of	  the	  meaning	  within	  a	  work”	  (Irwin	  &	  Springgay,	  2008,	  p.	  

xxix).	  It	  is	  a	  contextualization	  of	  the	  work.	  I	  was	  not	  only	  interested	  in	  the	  contextuality,	  but	  the	  

intertextuality	  of	  doing	  and	  undoing	  curating,	  collecting,	  living	  inquiry,	  identity,	  curriculum,	  

pedagogy,	  and	  getting	  lost	  and	  found.	  The	  design	  of	  my	  inquiry	  allowed	  for	  the	  doing	  and	  

undoing	  and	  for	  getting	  lost	  in	  the	  in-‐between	  spaces.	  	  Sullivan	  (2006)	  reminds	  readers:	  

	  

If	  the	  challenge	  is	  to	  chart	  new	  roads	  that	  will	  help	  us	  understand	  the	  complex	  worlds	  
we	  live	  in	  then	  there	  is	  little	  to	  be	  gained	  by	  merely	  following	  paths	  mapped	  by	  others.	  	  
The	  task	  is	  to	  vision	  anew	  what	  is	  possible,	  but	  in	  a	  way	  that	  allows	  others	  to	  share	  the	  
view.	  (p.	  33)	  

	  
	  
Clandinin	  and	  Connelly	  (2000)	  describe	  a	  three-‐dimensional	  inquiry	  space	  where	  text	  looks	  

backwards,	  forward,	  inward,	  and	  outward	  and	  situates	  meaning	  within	  contexts.	  Might	  this	  

three-‐dimensional	  space	  be	  akin	  to	  the	  “thirdness”	  or	  “third	  world”	  of	  being	  in	  the	  borderlands	  

of	  knowing,	  of	  “re-‐thinking,	  re-‐living,	  and	  re-‐making?”	  (Irwin	  &	  de	  Cosson,	  2004,	  p.	  29).	  Irwin	  

and	  de	  Cosson	  (2004)	  suggest	  “[t]here	  are	  spaces	  between	  and	  spaces	  between	  the	  in-‐
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between”	  (p.	  31).	  These	  spaces	  are	  not	  predetermined	  pathways.	  Andreasen	  and	  Larsen	  (2011)	  

describe	  the	  “being-‐in-‐process”	  (p.	  29)	  of	  curating	  as	  an	  in-‐betweenness,	  a	  borderland.	  	  

	  

Listening	  for	  Rhizovocality	  

Inna	  Semestsky	  (2006)	  defines	  rhizovocality	  as	  “performative	  utterances	  that	  consist	  of	  

unfolding	  and	  irrupting	  threads”	  (p.	  xii).	  	  The	  inquiry	  invites	  listening	  for	  these	  utterances	  

stitched	  within	  the	  threads.	  	  The	  interconnectedness	  within	  the	  spaces	  of	  my	  knowing	  and	  

clothing	  collections	  take	  rhizomatic	  forms,	  where	  “routes	  produce	  roots	  and	  routes	  return	  to	  

roots”	  (Friedman,	  1998,	  p.	  178).	  Gannon	  and	  Davies	  (2007)	  suggest,	  “[t]hought	  modeled	  on	  the	  

rhizome	  links	  unexpected	  texts	  and	  events	  to	  make	  surprising	  new	  connections	  and	  

unpredictable,	  unpredictable	  insights”	  (p.	  87).	  The	  rhizoanalitical	  work	  of	  Deleuze	  and	  Guattari	  

(1987)	  invites	  poststructuralists	  to	  avoid	  chronological,	  linear	  lines	  in	  favor	  of	  paths	  that	  cross,	  

and	  circle	  back	  around,	  like	  branching	  tree	  roots,	  or	  “lines	  of	  flight”	  (p.	  3).	  Irwin,	  Beer,	  Springgay	  

and	  Grauer	  (2006)	  describe	  rhizomes	  as	  interstitial	  spaces	  with	  no	  beginnings	  or	  endings,	  but	  as	  

always	  becoming,	  as	  being	  open	  to	  transformations,	  where	  rhizomes	  create	  interconnected	  

networks	  with	  multiple	  entry	  points.	  Deleuze	  and	  Guattari	  	  (1987)	  assert	  a	  rhizome	  is	  always	  in	  

the	  middle,	  between	  things,	  	  an	  intermezzo.	  The	  Dress	  Stories	  exhibition	  occurred	  in	  the	  

middle,	  as	  an	  intermezzo,	  and	  I	  proceed	  from	  the	  middle	  in	  my	  coming	  and	  going	  in	  becoming.	  	  

In	  the	  middle,	  I	  began	  to	  pick	  up	  speed	  as	  I	  began	  to	  make	  my	  maps.	  Irwin	  (2013)	  says,	  	  

Becoming	  a/r/tography	  is	  made	  up	  of	  lines	  of	  flight,	  some	  mapped,	  some	  yet	  to	  be	  
mapped,	  carrying	  us	  across	  many	  thresholds	  of	  liminality	  towards	  an	  as	  yet	  
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unforeseeable	  becoming-‐intensity,	  becoming-‐event,	  and	  becoming-‐movement.”	  (p.	  212,	  
italics	  in	  the	  original)	  	  
	  
	  

I	  search	  for	  interstitial	  spaces	  and	  multiple	  entry	  points	  in	  my	  inquiry	  and	  make	  surprising	  

curatorial,	  curricular,	  and	  pedagogical	  connections	  in	  my	  becoming.	  In	  fact,	  the	  dissertation	  is	  

the	  story	  I	  tell	  of	  my	  search,	  a	  travel	  story,	  situated	  along	  my	  personal	  borders	  and	  contact	  

zones.	  The	  contact	  zones	  include	  my	  own	  habitus,	  a	  body	  without	  organs	  (Deleuze	  &	  Guattari,	  

1987),	  and	  my	  clothing,	  which	  is	  also	  a	  body	  without	  organs,	  both	  of	  which	  were	  ruptured	  in	  

and	  into	  the	  inquiry.	  	  Deleuze	  and	  Guattari	  (1987)	  caution,	  “A	  rhizome	  may	  be	  broken,	  

shattered,	  at	  a	  given	  spot,	  but	  will	  start	  up	  again	  on	  one	  of	  its	  old	  lines,	  or	  on	  new	  lines”	  (p.	  9).	  	  

Elizabeth’s	  birth	  story	  was	  a	  rupture	  leading	  me	  into	  the	  inquiry,	  and	  curating	  Dress	  Stories,	  was	  

a	  rupture	  into	  the	  inquiry,	  but	  I	  still	  had	  to	  unfold	  the	  ruptures	  of	  my	  becoming.	  In	  an	  inquiry	  

full	  of	  fabric	  and	  stories,	  visual	  metaphors	  and	  cartographies	  help	  me	  become	  unfolded.	  

	  

Folding	  and	  Unfolding	  Maps	  

Folds	  are	  powerful	  (Deleuze	  &	  Guattari,	  1987;	  Semetsky,	  2006,	  2013).	  	  In	  a/r/tography,	  

researchers	  may	  locate	  opportunities	  to	  trouble	  the	  folding	  and	  unfolding	  of	  inquiry.	  

“A/r/tography	  is	  a	  process	  of	  unfolding	  art	  and	  text	  together”	  (Irwin	  &	  Springgay,	  2008,	  p.	  xxvi).	  	  

Semetsky	  (2013)	  weaves	  together	  notions	  of	  fold,	  being	  as	  a	  fold,	  being	  unfolded,	  becoming	  

enfolded,	  and	  being	  implicated	  in	  the	  folds	  of	  being	  to	  construct	  cartographic	  maps	  to	  unknown	  

territories.	  Moreover,	  “the	  fold	  is	  important	  to	  a/r/tography	  as	  it	  suggests	  an	  infinite	  number	  of	  
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undulating	  entities	  unable	  to	  be	  separated	  into	  parts:	  in	  fact,	  through	  un/folding	  more	  folding	  

may	  result”	  (Irwin	  &	  Springgay,	  2008,	  p.	  xxvii).	  I	  want	  to	  be	  implicated	  in	  the	  folds	  of	  being	  and	  

becoming	  to	  transform	  self-‐understanding	  and	  practices	  as	  curator,	  artist,	  researcher,	  and	  

teacher.	  	  In	  folding	  and	  unfolding,	  I	  can	  map	  becoming	  curator	  more	  deeply.	  	  

Maps	  re-‐turn	  me	  to	  my	  understandings	  of	  packing	  and	  (un)packing,	  and	  how	  I	  take	  my	  

baggage	  with	  me	  as	  I	  travel,	  as	  I	  leave	  my	  current	  locations	  in	  search	  of	  new	  ones.	  I	  think	  about	  

the	  maps	  I	  have	  made	  as	  a	  curator,	  maps	  for	  specific	  galleries,	  indicating	  where	  platforms,	  

pedestals,	  shelves,	  and	  stations	  will	  be	  placed,	  where	  artifacts	  will	  be	  installed,	  where	  didactics	  

will	  be	  hung.	  	  These	  maps	  reveal	  how	  visitors	  will	  move	  through	  the	  physical	  spaces	  in	  and	  

around	  the	  artifacts	  on	  view.	  I	  think	  about	  the	  gallery	  maps	  I	  created	  as	  a	  curator	  of	  education,	  

assisting	  visitors	  in	  their	  movements,	  guiding	  their	  interpretations,	  inviting	  their	  participation,	  

posing	  questions,	  and	  listening	  for	  responses.	  	  I	  was	  a	  map	  maker	  in	  my	  past.	  And	  now,	  I	  search	  

for	  how	  I	  might	  visualize	  my	  research	  as	  being-‐cartography.	  When	  planning	  a	  research	  journey,	  

maps	  help	  you	  anticipate	  turns	  (Gray	  &	  Malins,	  2004).	  When	  I	  return	  to	  the	  Dress	  Stories	  punch	  

list,	  I	  realize	  it	  is	  a	  map,	  but	  a	  map	  of	  only	  part	  of	  the	  journey	  of	  my	  inquiry.	  	  The	  inquiry	  was	  on-‐

going	  and	  required	  more	  folding	  and	  unfolding.	  In	  folding	  and	  unfolding	  my	  rhizomatic	  maps,	  I	  

pack	  and	  unpack	  curating	  and	  collecting	  along	  my	  journey	  towards	  enhanced	  awareness	  of	  self	  

and	  practice.	  	  “A/r/tography	  is	  a	  continually	  renewed	  community	  practice	  of	  teaching	  and	  

learning,	  almost	  like	  an	  on-‐going	  map,	  one	  with	  several	  layers	  and	  points	  of	  view,	  one	  with	  

constant	  differentiation	  and	  coordination”	  (Wiebe,	  Sameshima,	  Irwin,	  Leggo,	  Gouzouasis,	  &	  
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Grauer,	  2007,	  p.	  267).	  	  These	  points	  of	  view	  can	  come	  together	  in	  a	  crossroads	  of	  our	  

professional	  and	  private	  lives,	  folding	  and	  unfolding	  in	  rhizomatic	  ways.	  	  Carter	  (2013)	  states,	  	  

	  

[t]o	  be	  crossroads	  means	  to	  continually	  be/coming	  by:	  seeking	  to	  recognize	  and	  allow	  
for	  the	  shifting	  of	  directions,	  taking	  time	  for	  deep	  moments	  of	  reflection,	  being	  attentive	  
to	  surroundings	  and	  being	  open	  to	  new	  considerations	  or	  versions	  of	  oneself.	  (p.14)	  
	  
	  

I	  found	  myself	  at	  a	  crossroads	  within	  the	  Dress	  Stories	  exhibition.	  	  I	  realized	  I	  wanted	  to	  curate	  

the	  shifting	  directions	  of	  my	  research	  and	  consider	  folding	  and	  unfolding	  the	  shifts	  through	  my	  

a/r/tographical	  renderings	  in	  the	  exhibition	  space.	  	  

I	  wanted	  to	  think	  about	  what	  I	  might	  make	  in	  and	  out	  of	  this	  work.	  	  I	  am	  not	  a	  sewer	  or	  

a	  dress	  maker.	  	  The	  clothing	  I	  exhibit	  in	  Dress	  Stories	  was	  made	  by	  others,	  so	  my	  folding	  and	  

unfolding	  became	  more	  metaphorical	  in	  the	  inquiry.	  	  I	  appreciate	  the	  ways	  Barney	  (2009)	  

worked	  with	  students	  to	  create	  clothing	  as	  art	  that	  altered	  their	  performativity.	  Not	  being	  a	  

seamstress,	  I	  had	  to	  search	  for	  ways	  I	  might	  practice	  making	  different	  kinds	  of	  maps	  as	  a	  

curator,	  artist,	  researcher,	  and	  teacher.	  	  How	  would	  I	  render	  the	  inquiry,	  what	  would	  I	  make	  by	  

hand?	  

	  

Rendering	  Crossroads	  

Mindy	  Carter	  (2013)	  suggests	  in	  dwelling	  in	  the	  in-‐between	  spaces	  in	  a/r/tography,	  and	  

journeying	  into	  the	  borderlands	  of	  identity	  construction,	  researchers	  might	  embark	  on	  

becoming	  a	  crossroads.	  The	  exhibition	  was	  actually	  designed	  around	  a/r/tographic	  renderings	  
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as	  an	  illustrative	  process	  inviting	  visitors	  into	  relational	  borderland	  spaces,	  where	  methodology	  

and	  theory	  informed	  the	  curating.	  Large	  didactic	  panels	  mounted	  on	  the	  gallery	  walls	  described	  

each	  rendering	  and	  offered	  deeper	  understandings	  of	  my	  curatorial	  journey	  of	  becoming.	  The	  

a/r/tography	  is	  enacted	  through	  six	  renderings:	  contiguity,	  living	  inquiry,	  openings,	  

metaphor/metonymy,	  reverberations,	  and	  excess	  (Irwin	  &	  Springgay,	  2008).	  	  A/r/tographers	  

may	  create	  additional	  renderings	  for	  their	  inquiries	  (Dias,	  2006,	  pp.	  121-‐122)	  and	  I	  added	  my	  

own	  renderings	  of	  curiosities,	  mappings,	  performativity,	  dwelling,	  and	  veiling	  and	  un/veiling	  in	  

the	  exhibition.	  To	  be	  engaged	  in	  a/r/tography,	  requires	  an	  interconnected	  process	  of	  

encounter,	  where	  art	  and	  text	  are	  rendered	  in	  meaningful	  ways,	  weaving	  process,	  practice	  and	  

product	  together.	  	  The	  Dress	  Story	  didactic	  panels	  are	  my	  becoming	  crossroads	  marking	  the	  

turns.	  	  As	  I	  planned	  the	  exhibition	  around	  my	  a/r/tographical	  renderings,	  I	  was	  performing	  as	  a	  

curator	  as	  artist,	  as	  a	  c/a/r/tographer	  making	  the	  exhibition	  come	  to	  life.	  On	  the	  pages	  that	  

follow,	  readers	  are	  invited	  to	  travel	  into	  the	  Dress	  Stories	  exhibition	  space,	  in	  text	  from	  the	  

gallery	  ways	  and	  images	  in	  the	  third	  spaces,	  to	  dwell	  in	  my	  curatorial	  crossroads	  and	  to	  take	  the	  

turns.	  
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1Chapter	  5	  

Lost	  and	  Found	  in	  Community	  

	  

As	  I	  searched	  for	  meaning	  in	  the	  inquiry,	  I	  began	  to	  answer	  the	  calls.	  	  The	  calls	  were	  

figurative	  and	  literal.	  	  I	  submitted	  articles	  about	  the	  inquiry	  during	  the	  writing	  process	  as	  a	  

means	  of	  working	  through	  my	  ideas.	  	  Publication	  calls	  provoked	  my	  analysis	  and	  shaped	  my	  

dissertation.	  While	  on	  one	  hand,	  I	  was	  putting	  the	  cart	  before	  the	  horse	  publishing	  about	  my	  

dissertation	  before	  it	  was	  complete,	  on	  the	  other,	  the	  call	  for	  entries	  were	  in	  fact,	  calls	  for	  me	  

to	  enter	  into	  new	  spaces,	  spaces	  I	  might	  not	  have	  located	  had	  it	  not	  been	  for	  thematic	  calls	  for	  

new	  work.	  One	  of	  the	  calls	  I	  answered	  was	  for	  a	  special	  issue	  of	  Visual	  Inquiry:	  Teaching	  and	  

Learning	  dedicated	  to	  a/r/tography	  and	  communities	  of	  practice	  (Sinner	  &	  Irwin,	  2014).	  This	  

publication	  marked	  my	  first	  attempt	  at	  critical	  engagement	  with	  my	  inquiry	  and	  the	  ways	  I	  

might	  evoke	  thoughtful	  encounters	  in	  artistic	  ways.	  Anita	  Sinner	  and	  Rita	  Irwin	  (2014)	  reflect	  on	  

the	  work	  included	  in	  the	  issue:	  

	  

Each	  of	  the	  articles	  and	  interludes	  in	  this	  special	  issue	  demonstrate	  the	  relationships	  
between	  art	  forms	  and	  social	  domains	  that	  connect	  makers	  and	  materiality	  as	  well	  as	  
the	  vitality	  of	  living	  in	  in-‐between	  spaces	  where	  thirdness	  is	  a	  site	  of	  productive	  tensions	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	   Parts	  of	  this	  chapter	  are	  reproduced	  in	  part	  and	  full	  from	  McCartney,	  L.	  L.	  (2014).	  The	  courage	  to	  curate:	  
Mapping	  communities	  of	  artistic	  practice	  within	  c/a/r/tography.	  Visual	  Inquiry:	  Learning	  &	  Teaching	  Art	  3(2),	  189-‐
202	  with	  permission	  from	  Intellect	  Books.	  
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that	  enlarges	  the	  form,	  content,	  and	  style	  of	  creative	  practice,	  offering	  new	  social	  
realities	  through	  visual	  inquiry.	  (p.	  89)	  
	  

My	  submission	  to	  the	  special	  issue	  was	  an	  opportunity	  to	  dwell	  in	  the	  thirdness	  of	  working	  with	  

others	  as	  I	  explored	  my	  curator,	  artist,	  researcher,	  and	  teacher	  identity.	  A/r/tography	  is	  not	  

only	  concerned	  with	  self-‐study,	  but	  also	  relational	  inquiry,	  and	  invites	  spaces	  for	  being	  in	  

community	  (Irwin	  &	  Springgay,	  2008).	  These	  are	  spaces	  for	  being	  folded	  together.	  	  Just	  as	  

artists	  do	  not	  create	  in	  a	  void,	  curators	  do	  not	  curate	  alone.	  To	  locate	  the	  intertextuality	  

between	  my	  experiences	  and	  my	  inquiry	  questions,	  I	  turned	  to	  a/r/tographical	  communities	  of	  

practice	  to	  help	  me	  in	  becoming-‐pedagogue.	  

	  
Teaching	  tugs	  at	  the	  heart,	  opens	  the	  heart,	  even	  breaks	  the	  heart—and	  the	  more	  one	  
loves	  teaching,	  the	  more	  heartbreaking	  it	  can	  be.	  The	  courage	  to	  teach	  is	  the	  courage	  to	  
keep	  one’s	  heart	  open	  in	  those	  very	  moments	  when	  the	  heart	  is	  asked	  to	  hold	  more	  
than	  it	  is	  able	  so	  that	  teacher	  and	  students	  and	  subject	  can	  be	  woven	  into	  the	  fabric	  of	  
community	  that	  learning,	  and	  living	  require.	  (Palmer,	  1998,	  p.11)	  
	  
	  

	  In	  arts-‐based	  research,	  individuals	  are	  situated	  within	  communities	  of	  practice	  that	  “inform,	  

enhance,	  evoke,	  and/or	  provoke	  one	  another”	  (Irwin	  &	  Springgay,	  2008,	  p.	  xxv).	  While	  Palmer	  

(1998)	  challenges	  educators	  to	  find	  the	  courage	  to	  teach	  in	  community,	  I	  worked	  to	  find	  the	  

courage	  to	  curate	  in	  community	  by	  turning	  to	  others	  to	  help	  guide	  my	  journey.	  In	  a/r/tography,	  

researchers	  do	  not	  go	  alone,	  but,	  rather,	  invite	  others	  into	  their	  inquiry	  spaces.	  I	  worked	  in	  

relation	  to	  communities	  throughout	  the	  process	  of	  curating	  the	  exhibition	  as	  I	  unpacked,	  
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unfolded,	  and	  undid	  my	  clothing.	  	  While	  my	  inquiry	  is	  a	  self-‐study,	  I	  was	  dependent	  on	  

communities	  to	  engage	  with	  me,	  criticize	  me,	  and	  trouble	  me	  throughout	  the	  curating.	  	  	  

	  

Seeking	  Courage	  

Parker	  Palmer	  (1998)	  challenges	  teachers	  to	  examine	  their	  own	  identities	  to	  serve	  their	  

students	  better—“Good	  teaching	  requires	  self-‐knowledge;	  it	  is	  a	  secret	  hidden	  in	  plain	  sight”	  

(p.	  3).	  At	  the	  heart	  of	  his	  book,	  Palmer	  (1998)	  asks	  educators,	  “Who	  is	  the	  self	  that	  teaches”	  (p.	  

7)?	  In	  my	  work,	  I	  also	  ask,	  Who	  is	  the	  curator	  who	  curates	  in	  community?	  I	  turned	  to	  Palmer’s	  

(1998)	  community	  models—	  Learning	  in	  Community:	  The	  Conversations	  of	  Colleagues,	  

Teaching	  in	  Community:	  A	  Subject-‐Centered	  Education,	  and	  Knowing	  in	  Community:	  Joined	  by	  

the	  Grace	  of	  Great	  Things	  to	  weave	  the	  communal	  other	  into	  my	  work.	  Palmer’s	  (1998)	  three	  

community	  models	  resonate	  with	  the	  ways	  Irwin	  (2004)	  describes	  knowing	  (theoria),	  doing	  

(praxis),	  and	  making	  (poesis)	  in	  a/r/tography	  (p.	  27).	  Within	  a/r/tographical	  communities	  of	  

artistic	  practice,	  I	  linger	  with	  each	  of	  Palmer’s	  (1998)	  models,	  to	  explore	  how	  community	  gave	  

me	  the	  courage	  to	  curate.	  

	  

Learning	  in	  Community	  

For	  nine	  months,	  I	  planned	  the	  Dress	  Stories	  exhibition,	  curating	  at	  home	  on	  my	  kitchen	  

table,	  gathering	  artifacts,	  and	  designing	  the	  gallery	  space.	  Palmer	  (1998)	  asks,	  “How	  do	  we	  

know	  what	  we	  know”	  (p.	  50)?	  I	  knew	  how	  to	  curate,	  because	  I	  had	  previously	  curated	  six	  
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fashion	  exhibitions.	  I	  was	  no	  longer	  an	  emerging	  curator	  finding	  my	  way	  for	  the	  first	  time.	  I	  

knew	  the	  concrete	  and	  specific	  steps	  required	  to	  curate	  a	  fashion	  exhibition	  and	  I	  was	  

performing	  those	  acts.	  Palmer	  cautions,	  “Our	  assumptions	  open	  up	  or	  shut	  down	  

connectedness”	  (p.	  51).	  Wanting	  to	  open	  myself	  to	  connectedness,	  I	  invited	  a	  community	  of	  

a/r/tographers	  to	  come	  assist	  me	  in	  my	  relational	  ways	  of	  knowing.	  I	  had	  to	  let	  go	  of	  my	  

assumptions	  in	  order	  to	  curate	  a/r/tographically.	  Rita	  Irwin	  traveled	  to	  Texas	  and	  joined	  my	  

advisor	  and	  me	  to	  create	  a	  space	  in	  which	  a/r/tographical	  community	  might	  be	  practiced	  and	  

discussed.	  	  Livsey	  and	  Palmer	  (1999)	  posit,	  “Essential	  to	  creating	  a	  community	  of	  discourse	  

about	  teaching	  is	  leaders	  who	  expect	  and	  invite	  others	  to	  join	  the	  conversation”	  (p.	  36).	  Within	  

a/r/tography	  community,	  I	  was	  able	  to	  enter	  a	  dialogue	  around	  the	  choices	  and	  decisions	  I	  had	  

made	  in	  curating	  the	  exhibition,	  while	  being	  mindful,	  “If	  I	  want	  to	  teach	  well,	  it	  is	  essential	  that	  I	  

explore	  my	  inner	  terrain.	  But	  I	  can	  get	  lost	  in	  there,	  practicing	  self-‐delusion	  and	  running	  in	  “self-‐

serving	  circles”	  (Palmer,	  1998,	  p.142).	  Perhaps	  I	  was	  running	  in	  the	  same	  circles,	  lost	  in	  my	  

curatorial	  past.	  In	  community,	  I	  entered	  into	  a	  “shared	  practice	  honoring	  dialogue”	  (Palmer,	  

1998,	  p.144)	  where	  veteran	  a/r/tographers	  asked	  me	  questions,	  challenged	  my	  responses,	  and	  

pushed	  me	  through	  “critical	  moments”	  (Palmer,	  1998,	  p.145).	  Together	  we	  envisioned	  ways	  I	  

might	  be	  more	  innovative	  with	  text,	  labels,	  vinyl	  lettering,	  and	  the	  ways	  visitors	  would	  

physically	  experience	  the	  exhibition	  in	  order	  to	  assist	  visitors	  in	  taking	  the	  educational	  turns	  

within	  the	  exhibition	  space.	  	  I	  worked	  with	  fellow	  a/r/tographers	  to	  envision	  opportunities	  for	  

them	  to	  actively	  participate	  with	  the	  clothing	  I	  collect	  and	  care	  for,	  the	  clothing	  that	  is	  
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meaningful	  to	  the	  mothers	  and	  daughters	  in	  my	  family.	  	  “For	  thou	  didst	  form	  my	  inward	  parts,	  

thou	  didst	  knit	  me	  together	  in	  my	  mother’s	  womb”	  (Psalms	  139:13).	  	  In	  community,	  I	  could	  

begin	  to	  knit	  a	  map	  to	  thinking	  through	  our	  mothers.	  

One	  of	  the	  components	  of	  the	  exhibition	  I	  discussed	  within	  our	  a/r/tography	  community	  

was	  the	  ways	  I	  might	  render	  the	  baby	  clothes	  in	  the	  exhibition	  as	  lines	  of	  flight	  (Deleuze	  &	  

Guattari,	  1987)	  in	  my	  mappings.	  Originally,	  I	  had	  conceptualized	  three	  parallel	  curtain	  rods	  

mounted	  on	  the	  wall	  to	  render	  three	  generations	  of	  collecting	  and	  caring.	  But	  I	  was	  not	  there	  

yet.	  Irwin	  and	  my	  advisor	  challenged	  me	  to	  push	  further	  in	  my	  artistic	  practice	  to	  make	  the	  

rhizomatic	  connections	  more	  pronounced	  and	  profound	  in	  the	  exhibition.	  I	  looked	  to	  the	  work	  

of	  artist	  Cecilia	  Vicuña,	  to	  imagine	  how	  crisscrossing	  threads,	  under	  and	  over	  might	  create	  trails	  

of	  communication,	  knots	  as	  notes,	  where	  threads	  might	  knot	  into	  my	  words	  and	  the	  desires	  of	  

my	  hands	  (de	  Zegher,	  1996).	  	  I	  decided	  to	  use	  my	  great-‐grandmother’s	  vintage	  spools	  of	  thread	  

to	  literally	  knit,	  weave	  and	  knot	  together	  the	  interconnectedness	  between	  family	  objects	  with	  

actual	  family	  threads.	  “Like	  patchwork,	  the	  construction	  of	  an	  authentic,	  autonomous	  self	  

depends	  on	  context	  of	  each	  fragment	  and	  where	  it	  fits	  within	  the	  overall	  design”	  (Griffiths,	  

1995,	  p.	  191).	  	  From	  a	  distance,	  visitors	  could	  not	  see	  the	  threads,	  but	  when	  they	  examined	  the	  

objects	  more	  closely,	  hundreds	  of	  pale	  pink	  threads	  created	  a	  web	  between	  the	  artifacts.	  	  I	  was	  

willing	  to	  receive	  and	  create	  a	  new	  space,	  where	  “in	  that	  space	  we	  receive	  ourselves	  as	  well	  as	  

the	  other”	  (Palmer,	  1998,	  p.154).	  It	  was	  a	  critical	  moment	  in	  the	  curating	  and	  learning	  where	  

“the	  goal	  is	  not	  fixing,	  but	  understanding”	  (Livsey	  &	  Palmer	  1999,	  p.	  35).	  	  I	  was	  fixing	  an	  
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installation	  challenge,	  but	  more	  importantly,	  I	  was	  starting	  to	  understand	  how	  the	  woven	  

threads	  changed	  the	  interpretation	  of	  the	  garments.	  Palmer	  (1998)	  suggests:	  

	  
As	  good	  teachers	  weave	  the	  fabric	  that	  joins	  them	  with	  students	  and	  subjects,	  the	  heart	  
is	  the	  loom,	  on	  which	  the	  threads	  are	  tied,	  the	  tension	  is	  held,	  the	  shuttle	  flies,	  and	  the	  
fabric	  is	  stretched	  tight.	  (p.	  11)	  
	  
	  

My	  critical	  a/r/tography	  friends	  helped	  me	  to	  understand	  and	  visually	  articulate	  the	  evolution	  

of	  the	  installation	  of	  the	  baby	  clothes	  in	  the	  exhibition,	  allowing	  me	  to	  render	  my	  heart	  as	  a	  

loom	  in	  the	  gallery.	  The	  same	  sweater	  that	  knitted	  Elizabeth	  and	  I	  together	  was	  now	  woven	  

with	  generations	  of	  cloth	  and	  thread	  in	  a	  web	  of	  new	  understanding.	  	  

I	  had	  spent	  considerable	  time	  looking	  for	  sites	  and	  sightings	  and	  ways	  to	  render	  the	  

excess	  of	  my	  collecting	  and	  recollecting	  in	  the	  exhibition.	  I	  was	  deeply	  influenced	  by	  

contemporary	  artist,	  Song	  Dong’s	  installation	  work,	  Waste	  Not,	  which	  included	  an	  orderly	  

display	  of	  a	  vast	  collection	  of	  objects,	  all	  of	  the	  contents	  of	  his	  mother’s	  home	  and	  the	  wooden	  

frame	  of	  her	  house	  as	  a	  cityscape-‐like	  visualization	  (EatMeDaily,	  2009,	  Hertz,	  2011;	  

VancouverArtGallery,	  2010)	  filling	  over	  3,000	  square	  feet	  exploring	  issues	  of	  daily	  life,	  

materiality,	  and	  identity	  (Hung,	  2011).	  This	  is	  an	  example	  of	  an	  artist	  performing	  as	  curator,	  

artistically	  picking	  and	  choosing	  to	  curate	  objects	  and	  narratives	  from	  the	  material	  culture	  of	  

lived	  experience.	  Song	  used	  objects	  in	  artful	  ways	  to	  move	  beyond	  creating	  an	  artwork	  about	  

collecting,	  to	  actually	  think	  about	  the	  practices	  of	  curating	  as	  discourse.	  Song’s	  exhibition	  is	  

especially	  poignant	  to	  me,	  because	  it	  allows	  visitors	  to	  experience	  hoarding	  in	  artful	  and	  
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discursive	  ways.	  Song	  and	  his	  mother	  bravely	  put	  it	  out	  there	  for	  the	  world	  to	  see,	  confront,	  

and	  experience.	  Song	  used	  material	  culture	  to	  allow	  others	  to	  experience	  culture,	  societal	  

values,	  and	  the	  things	  we	  prioritize	  in	  our	  collecting	  as	  markers	  of	  a	  life—both	  the	  functional	  

and/or	  dysfunctional.	  	  Exploring	  images	  from	  an	  exhibition	  of	  so	  many	  seemingly	  useless	  

objects	  was	  overwhelming	  to	  me,	  when	  I	  realized	  they	  all	  belonged	  to	  one	  woman	  who	  used	  

and	  cared	  for	  them.	  Song	  Dong	  collaborated	  with	  his	  mother	  in	  selecting,	  arranging,	  and	  

interpreting	  the	  objects	  for	  the	  enormous	  exhibition.	  Hung	  (2011)	  notes,	  “[w]hereas	  the	  objects	  

continue	  to	  bear	  her	  memory,	  he	  has	  taken	  up	  her	  role	  in	  taking	  care	  of	  them”	  (p.	  39).	  I	  felt	  a	  

painful	  connection	  to	  Song	  Dong’s	  role	  as	  caretaker	  for	  his	  mother’s	  collections.	  	  Like	  him,	  I	  am	  

the	  caregiver	  of	  many	  of	  my	  mother’s	  collections,	  my	  grandmother’s	  collections,	  my	  collections,	  

and	  my	  daughter’s	  collections.	  	  I	  wanted	  to	  find	  a	  way	  to	  visualize	  the	  enormity	  and	  weight	  of	  

caring	  for	  so	  much	  stuff.	  	  

I	  was	  also	  motivated	  by	  the	  work	  of	  contemporary	  artist,	  Claude	  Simard,	  whose	  work	  

interrogates	  themes	  of	  memory	  and	  collections	  (Felshin,	  1994,	  pp.	  66-‐67).	  	  In	  his	  work,	  Aide	  de	  

Memoir,	  Simard	  assembled	  a	  free-‐standing	  large	  closet	  as	  a	  work	  of	  art,	  neatly	  filled	  with	  

clothing	  and	  objects	  for	  viewers	  to	  contemplate.	  	  I	  decided	  to	  create	  a	  large	  12’	  x	  12’	  closet	  in	  

the	  exhibition	  that	  would	  serve	  as	  a	  site/sight	  for	  my	  recollecting,	  and	  re-‐collecting	  the	  excess	  

of	  my	  collecting.	  I	  hired	  a	  contractor	  to	  build	  the	  structure	  with	  bead	  board	  walls	  and	  a	  clothing	  

rack	  and	  shelf	  inside.	  I	  went	  to	  salvage	  shops	  to	  select	  a	  1850s	  closet	  door,	  period	  hinges,	  and	  

an	  antique	  door	  knob,	  so	  they	  dated	  back	  to	  the	  earliest	  objects	  I	  would	  install	  in	  the	  exhibition.	  
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Like	  the	  work	  of	  Song	  Dong	  and	  Claude	  Simard,	  I	  wanted	  to	  create	  space	  for	  my	  collecting	  to	  be	  

on	  full	  view.	  	  	  

The	  week	  of	  the	  installation,	  a/r/tographer,	  Daniel	  Barney	  came	  to	  Texas	  and	  entered	  

into	  a	  dialogue	  with	  me	  about	  the	  exhibition	  while	  assisting	  my	  advisor	  and	  me	  in	  the	  physical	  

installation	  process.	  Livsey	  and	  Palmer	  (1999)	  ask,	  “How	  often	  do	  you	  sit	  with	  colleagues	  to	  

explore	  teaching?	  At	  what	  depth?”	  (p.	  34).	  The	  opportunity	  to	  sit	  with	  a/r/tography	  colleagues	  

and	  explore	  curating	  at	  a	  great	  depth,	  where	  we	  promoted	  good	  talk	  about	  good	  curating	  

(Livsey	  &	  Palmer,	  1999,	  p.	  37)	  provoked	  another	  component	  of	  the	  exhibition—a	  closet	  of	  

curiosities	  full	  of	  my	  excess.	  	  As	  I	  worked	  with	  Barney	  and	  my	  advisor	  to	  curate	  my	  curiosities	  in	  

the	  closet,	  I	  carefully	  placed	  the	  objects,	  paying	  great	  attention	  to	  the	  arrangement	  and	  design	  

of	  the	  display.	  But	  when	  Barney	  and	  my	  advisor	  entered	  into	  good	  talk	  about	  good	  curating	  

with	  me,	  they	  pushed	  back,	  saying	  it	  looked	  more	  like	  a	  display	  at	  an	  antique	  mall,	  than	  an	  

artistic	  rendering	  of	  what	  the	  closet	  really	  meant	  to	  me.	  	  When	  I	  spoke	  about	  the	  closet,	  I	  

articulated	  my	  fears,	  my	  vulnerabilities,	  my	  insecurities	  about	  collecting,	  but	  the	  way	  I	  was	  

controlling	  the	  installation	  of	  the	  artifacts	  did	  not	  visually	  convey	  those	  feelings.	  	  My	  

community	  of	  a/r/tographers	  literally	  stood	  beside	  me,	  asked	  difficult	  questions,	  and	  

challenged	  me	  to	  let	  go.	  	  I	  was	  scared.	  	  I	  was	  scared	  what	  visitors	  would	  think	  of	  me	  if	  I	  made	  

the	  closet	  messy.	  	  I	  was	  scared	  my	  family	  would	  be	  angry	  if	  I	  divulged	  too	  much.	  	  I	  was	  scared	  if	  

I	  let	  go,	  I	  would	  no	  longer	  be	  caring	  for	  the	  artifacts.	  But	  in	  conversation	  with	  a/r/tography	  

colleagues,	  I	  took	  a	  deep	  breath.	  	  I	  closed	  my	  eyes	  and	  began	  to	  literally	  toss	  items	  blindly	  into	  
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the	  closet	  space,	  shoving	  them	  down	  on	  top	  of	  each	  other,	  pushing	  years	  and	  years	  of	  anxiety	  

about	  clutter	  into	  a	  massive	  white	  cube	  (Blazwick,	  2006)	  in	  the	  middle	  of	  the	  gallery.	  Barney	  

and	  my	  advisor	  kept	  handing	  me	  more	  and	  more	  stuff	  to	  add	  to	  my	  hoards.	  When	  it	  was	  done,	  

and	  there	  was	  nothing	  more	  to	  pile	  on,	  I	  was	  shaking.	  I	  stood	  back	  and	  looked	  at	  my	  excess,	  

realizing	  I	  was	  in	  fact	  performing	  a	  kind	  of	  release.	  	  My	  advisor	  saw	  that	  I	  was	  moved	  and	  

quietly	  told	  me	  that	  in	  performing	  the	  release,	  I	  became	  an	  artist.	  I	  had	  to	  adjust	  my	  thinking	  as	  

a	  curator	  to	  naming	  myself	  an	  artist.	  	  

	  

Teaching	  in	  Community	  

The	  Dress	  Stories	  exhibition	  was	  scheduled	  to	  run	  September	  25-‐28,	  2012.	  The	  day	  of	  

the	  opening	  of	  the	  exhibition,	  I	  was	  able	  to	  take	  my	  mother	  and	  my	  daughter	  on	  a	  private	  tour	  

of	  the	  gallery	  before	  the	  gallery	  opened.	  That	  afternoon,	  the	  exhibition	  space	  began	  to	  flood	  

with	  water,	  forcing	  the	  exhibition	  to	  close	  for	  two	  days.	  Work	  crews	  arrived	  to	  assess	  the	  

damage	  and	  to	  move	  the	  dress	  forms	  and	  garments	  out	  of	  the	  direct	  line	  of	  water	  seeping	  

through	  the	  gallery	  ceiling.	  The	  workers	  were	  not	  trained	  to	  handle	  garments—they	  were	  not	  

costume	  curators.	  	  They	  shoved	  platforms	  aside.	  They	  removed	  garments	  from	  dress	  forms.	  

They	  moved	  dress	  forms	  across	  the	  room.	  In	  the	  rescue	  efforts,	  my	  great-‐great-‐great	  

grandmother’s	  wedding	  dress	  from	  1850	  was	  ripped	  down	  the	  back.	  I	  included	  the	  dress	  as	  one	  

of	  three	  wedding	  dresses	  in	  the	  exhibition	  as	  a	  way	  to	  render	  veiling.	  	  



	  

122	  
	  

When	  I	  was	  finally	  called	  and	  informed	  about	  the	  flood,	  it	  was	  too	  late.	  I	  could	  not	  

protect	  the	  clothes	  in	  time.	  The	  flood	  damage	  caused	  me	  to	  be	  undone	  in	  ways	  I	  could	  never	  

have	  predicted	  or	  planned.	  I	  was	  wrought	  with	  grief	  and	  loss	  as	  I	  surveyed	  the	  damage.	  I	  was	  

scheduled	  to	  lead	  a	  group	  of	  museum	  education	  graduate	  students	  in	  a	  tour	  and	  gallery	  

activities	  within	  the	  hour.	  	  I	  considered	  cancelling	  the	  class.	  	  I	  considered	  veiling	  my	  emotions	  

and	  visible	  pain	  from	  the	  students.	  But,	  instead,	  I	  continued	  as	  planned,	  I	  pulled	  back	  the	  veil	  

and	  revealed	  myself	  as	  a	  curator.	  	  I	  thought	  about	  how	  we	  might	  gather	  around	  a	  “great	  thing”	  

(Palmer,	  1998,	  p.117).	  	  Might	  the	  great	  thing	  be	  the	  loss,	  grief,	  and	  pain	  we	  might	  experience	  as	  

curator?	  	  I	  had	  to	  ask	  myself	  if	  rather	  than	  simply	  occupying	  gallery	  space,	  could	  we	  “open	  it	  

up”	  (Palmer,	  1998,	  p.132)	  and	  talk	  about	  unveiling	  hurt	  in	  the	  gallery.	  

Marie-‐France	  Berard	  (2013)	  writes	  about	  preparing	  gallery	  talks	  in	  museum	  spaces	  as	  

lived	  inquiry,	  but	  I	  was	  not	  prepared	  for	  the	  ways	  I	  would	  live	  the	  curriculum	  in	  the	  gallery	  

space	  that	  night.	  	  When	  Laura	  Evans	  arrived	  with	  her	  students	  for	  their	  tour,	  I	  was	  still	  crying,	  

my	  face	  wet	  with	  tears,	  makeup	  running	  down	  my	  hot,	  red	  cheeks.	  I	  told	  them	  about	  the	  flood,	  

that	  the	  gallery	  was	  in	  shambles,	  and	  that	  I	  would	  like	  to	  try	  to	  continue	  as	  planned.	  	  As	  soon	  as	  

I	  started	  to	  talk	  about	  the	  exhibition,	  I	  began	  to	  cry	  again.	  But	  at	  the	  center	  of	  our	  pedagogical	  

circle	  (Palmer,	  1998,	  p.	  116)	  was	  something	  great,	  the	  opportunity	  to	  really	  talk	  about	  curating,	  

about	  caring	  deeply	  for	  objects,	  about	  caring	  for	  teaching	  in	  personal	  and	  significant	  ways.	  The	  

museum	  education	  students	  allowed	  me	  to	  feel	  what	  I	  was	  feeling	  in	  that	  moment.	  They	  

offered	  kind	  words	  of	  support	  and	  listened	  intently	  as	  I	  tried	  to	  reconcile	  the	  demands	  of	  space	  
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and	  stuff	  (Palmer,	  1998,	  p.	  121)	  in	  the	  gallery	  that	  night.	  	  The	  space	  was	  flooded,	  and	  the	  stuff	  

was	  damaged.	  Palmer	  (1998)	  reminds	  educators,	  “[g]ood	  teaching	  is	  always	  and	  essentially	  

communal”	  (p.	  115)	  and	  that	  night,	  in	  community,	  good	  teaching	  happened	  as	  I	  demonstrated	  

how	  the	  discipline	  is	  done.	  	  I	  attempted	  to	  engage	  the	  students	  in	  doing	  it,	  even	  when	  it	  goes	  

wrong,	  rather	  than	  rehearsing	  my	  knowledge	  as	  a	  curator	  expert	  (Livsey	  &	  Palmer,	  1999,	  p.	  32).	  

Students	  soon	  joined	  in	  sharing	  their	  own	  dress	  stories	  and	  in	  making	  connections	  to	  the	  space	  

and	  stuff	  pushed	  aside	  and	  disheveled	  in	  the	  gallery.	  	  

	  

Knowing	  in	  Community	  

Museums	  are	  not	  traditionally	  spaces	  for	  the	  ephemeral.	  Instead,	  they	  are	  charged	  with	  

collecting,	  preserving,	  conserving,	  and	  caring	  for	  objects	  for	  generations	  across	  long	  periods	  of	  

time.	  As	  I	  consider	  the	  ways	  I	  come	  to	  know	  about	  curating	  in	  community,	  I	  start	  with	  my	  

collections,	  with	  the	  great	  things	  I	  keep.	  Palmer	  (1998)	  offers,	  “I	  can	  teach	  more	  with	  less,	  

simultaneously	  creating	  space	  and	  honoring	  the	  stuff	  in	  question”	  (p.	  122).	  	  It	  is	  the	  stuff	  in	  

question	  which	  becomes	  the	  great	  things	  in	  my	  curating.	  Up	  to	  this	  point,	  I	  have	  talked	  about	  

communities	  of	  people	  who	  shared	  in	  my	  inquiry.	  But	  material	  objects,	  also	  serve	  as	  a	  

community	  in	  my	  ways	  of	  knowing.	  Great	  objects	  act	  as	  bricolage	  and	  assemblage	  in	  my	  

inquiry.	  During	  the	  writing	  phase	  of	  my	  inquiry,	  I	  was	  asked	  to	  return	  to	  work	  at	  the	  Texas	  

Fashion	  Collection,	  my	  original	  site	  of	  curator	  ways	  of	  knowing	  from	  1996-‐2000,	  to	  pack	  

thousands	  of	  accessories	  in	  preparation	  for	  relocating	  the	  collection’s	  more	  than	  20,000	  objects	  
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to	  a	  new	  facility.	  Being	  back	  in	  the	  collection	  was	  like	  a	  reunion	  with	  old	  friends.	  The	  objects	  in	  

the	  collection	  are	  so	  familiar	  to	  me.	  Interestingly,	  as	  I	  wrote	  about	  unpacking	  the	  curatorial	  in	  

my	  dissertation,	  I	  was	  simultaneously	  performing	  the	  work	  of	  packing	  the	  curatorial,	  ensuring	  

that	  each	  significant	  artifact	  was	  well	  cared	  for,	  wrapped	  in	  archival	  materials,	  properly	  labeled	  

and	  documented.	  Over	  the	  six	  months	  I	  packed	  the	  collection,	  I	  encountered	  traces	  of	  my	  

interconnectedness	  to	  the	  collection,	  discovering	  my	  old	  exhibition	  publications,	  seeing	  my	  

handwriting	  on	  accession	  records	  and	  labels,	  and	  touching	  so	  many	  great	  objects	  I	  curated	  

almost	  twenty	  years	  ago	  when	  I	  first	  worked	  with	  the	  collection.	  	  Caring	  for	  the	  packing	  of	  the	  

collection	  forced	  me	  to	  think	  about	  the	  inevitable	  packing	  that	  awaits	  me	  as	  a	  daughter	  and	  as	  

a	  mother.	  I	  could	  not	  help	  but	  anticipate	  the	  time	  when	  I	  will	  have	  to	  pack	  my	  mother	  

belongings,	  in	  Paula’s	  home	  when	  she	  can	  no	  longer	  care	  for	  her	  great	  things.	  	  As	  I	  stuffed	  

objects	  in	  boxes,	  I	  thought	  again	  about	  the	  ways	  I	  have	  collected	  and	  curated	  my	  daughter	  and	  

her	  great	  things,	  her	  clothing	  artifacts	  included	  in	  the	  exhibition.	  The	  great	  things	  give	  my	  living	  

curriculum	  meaning,	  they	  allow	  me	  to	  be	  in	  relation	  to	  others.	  

Livsey	  and	  Palmer	  (1999)	  challenge	  educators	  to	  “[t]alk	  about	  an	  experience	  of	  

community	  that	  has	  been	  meaningful	  to	  you”	  (p.	  27),	  that	  causes	  you	  to	  say,	  “This	  is	  what	  

community	  is	  like”	  ‘(p.	  28).	  	  I	  feel	  a	  sense	  of	  community	  with	  the	  objects	  I	  collect,	  curate,	  and	  

create.	  Livsey	  and	  Palmer	  (1999)	  ask,	  “How	  has	  your	  relationship	  with	  your	  subject	  enriched	  

your	  life?	  Stretched	  your	  life?	  Challenged	  your	  life?	  Changed	  your	  life?”	  (p.	  29).	  	  Curating	  the	  

great	  things	  in	  the	  Dress	  Stories	  exhibition	  allowed	  me	  to	  dwell	  within	  a	  communal	  space,	  to	  
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weave	  together	  my	  relationships	  with	  the	  objects	  as	  a	  curator,	  artist,	  researcher,	  and	  teacher,	  

and	  consider	  the	  ways	  my	  life	  has	  been	  enriched,	  stretched,	  challenged,	  and	  changed.	  	  	  

	  

As	  the	  community	  of	  truth	  gathers	  around	  a	  ‘great	  thing,’	  it	  is	  ‘the	  grace	  of	  great	  things’	  
that	  evokes	  the	  virtues	  we	  cherish	  in	  education:	  celebrating	  diversity,	  embracing	  
ambiguity,	  welcoming	  creative	  conflict,	  practicing	  honesty,	  and	  experiencing	  humility.	  
(Livsey	  &	  Palmer,	  1999,	  p.	  30)	  	  

	  
It	  was	  within	  a/r/tographical	  communities,	  gathered	  around	  great	  things,	  I	  began	  to	  find	  my	  

courage	  to	  curate	  and	  be	  altered	  by	  the	  “unnameable”	  (Derrida,	  1978,	  p.	  93)	  in	  my	  praxis	  and	  

creative	  practice.	  I	  could	  still	  be	  in	  the	  curating,	  while	  also	  releasing	  excess.	  	  I	  would	  have	  to	  

dwell	  in	  the	  space	  of	  the	  thirdness	  a	  little	  longer	  to	  find	  the	  ways	  to	  begin	  to	  let	  go.	  	  
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2Chapter	  6	  

Rhizoanalysis	  and	  Risking	  Fail(lure)	  

	  

Inquiry	  into	  our	  own	  practice	  has	  the	  potential	  to	  center	  us,	  ground	  us,	  and	  provoke	  us	  

in	  art	  education	  (May,	  1993).	  Barbara	  Howey	  (as	  cited	  in	  Sullivan,	  2010)	  reminds	  arts-‐based	  

researchers,	  “[w]ith	  change	  comes	  risk,	  the	  risk	  of	  misunderstanding,	  of	  failure,	  the	  danger	  of	  

being	  led	  up	  a	  blind	  alley;	  but	  also	  what	  you	  most	  hope	  for	  as	  an	  artist—the	  possibility	  of	  

transformation”	  (p.	  86).	  But	  how	  do	  researchers	  assess	  their	  work	  for	  transformation?	  

Validation	  poses	  challenges	  for	  poststructuralist	  sensibilities.	  Articulations	  and	  connections	  may	  

be	  lost	  using	  more	  traditional	  validity	  tools	  such	  as	  credibility,	  authenticity,	  confirmability,	  

reliability,	  and	  getting	  it	  right.	  Lather	  (1991,	  1993,	  2006)	  reconceptualized	  validation	  in	  

postmodern	  ways,	  calling	  for	  new	  techniques	  because	  “paradigmatic	  uncertainty	  in	  the	  human	  

sciences	  is	  leading	  to	  the	  re-‐conceptualization	  of	  validation”	  (Lather,	  1991,	  p.	  66).	  There	  is	  no	  

one	  way	  to	  do	  arts-‐based	  educational	  research	  and	  it	  requires	  different	  forms	  of	  assessment	  

than	  traditional	  research,	  where	  “rather	  than	  a	  focus	  on	  traditional	  notions	  of	  rigour,	  some	  

arts-‐based	  researchers	  promote	  the	  value	  of	  attending	  to	  vigour”	  (Sinner,	  Leggo,	  Irwin,	  

Gouzouasis,	  &	  Grauer,	  2006,	  p.	  1252).	  For	  my	  inquiry,	  new	  articulations	  of	  curating	  and	  its	  

connections	  to	  curriculum	  and	  pedagogy	  allow	  me	  to	  dwell	  with	  uncertainty	  alongside	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	   Parts	  of	  this	  chapter	  have	  been	  previously	  published	  in	  part	  and	  full	  from	  McCartney,	  L.	  L.	  (2015).	  	  
Towards	  a	  poor	  exhibition:	  The	  fail(lure)	  of	  curare	  and	  currere.	  Journal	  of	  Social	  Theory	  in	  Art	  Education,	  35	  (2015),	  
136-‐146.	  Reproduced	  with	  permission	  from	  the	  Caucus	  for	  Social	  Theory	  and	  Art	  Education,	  and	  the	  author,	  who	  
holds	  the	  copyright	  to	  the	  material.	  
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enhanced	  understandings.	  This	  re-‐turns	  me	  to	  the	  discursive	  nature	  of	  my	  inquiry,	  where	  I	  can	  

make	  connections	  for	  understanding	  between	  me	  as	  the	  author,	  text,	  and	  contexts	  of	  my	  data	  

and	  their	  intercontextuality.	  Lather	  (1993)	  says	  “rhizomatic	  validity”	  focuses	  on	  crossings,	  

overlaps,	  and	  connections	  in	  textual	  discourse.	  Gouzouasis	  (2008)	  notes	  “the	  very	  notion	  of	  

validity	  is	  not	  valid	  as	  a	  way	  of	  assessing	  a/r/tography”	  (p.	  226).	  I	  appreciate	  the	  opportunity	  to	  

think	  not	  so	  much	  about	  validity,	  but	  about	  reflexivity	  and	  meaning.	  Rather	  than	  trying	  to	  

articulate	  validity	  tools,	  I	  worked	  be	  in	  tune—longing	  for	  transformation.	  Gouzouasis	  (2008)	  

calls	  for	  research	  that	  is	  meaningful:	  

	  

We	  acknowledge	  the	  interpretive	  nature	  and	  nurture	  of	  our	  work,	  and	  revel	  in	  its	  
strength,	  durability,	  malleability,	  tensility,	  reflectivity,	  reflexivity,	  applicability,	  
imaginativity,	  and	  tangibility,	  as	  well	  as	  verisimilitude,	  width,	  coherence,	  insightfulness,	  
parsimony,	  various	  kinds	  and	  forms	  of	  truth,	  fairness,	  ontological	  and	  educative	  
authenticity,	  catalytic	  and	  tactical	  authenticity,	  comprehensiveness,	  substantive	  
contribution,	  aesthetic	  merit,	  impact,	  expression	  of	  a	  reality,	  coherence,	  plausibility,	  
imaginative	  aesthetic	  transaction,	  empathy,	  and	  authenticity.	  (p.	  231)	  
	  
	  

Tom	  Barone	  and	  Elliot	  Eisner	  (2012)	  challenge	  researchers	  to	  work	  towards	  incisiveness,	  

concision,	  coherence,	  generativity,	  social	  significance,	  and	  evocation	  and	  illumination	  as	  criteria	  

for	  assessing	  arts-‐based	  research.	  	  Curating	  the	  Dress	  Stories	  exhibition	  became	  penetrating	  for	  

me	  as	  the	  curator,	  but	  also	  to	  viewers	  in	  the	  inquiry	  process.	  In	  an	  inquiry	  rendering	  the	  

messiness	  and	  clutter	  of	  obsessive	  collecting,	  concision	  is	  difficult	  to	  achieve	  through	  intelligent	  

discrimination.	  	  The	  dissertation	  catalogue	  offers	  coherence	  as	  a	  strong	  curatorial	  form	  for	  

mapping	  curating,	  caring,	  motherhood,	  collecting,	  and	  turning.	  	  Seeking	  generativity,	  the	  
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inquiry	  allows	  readers	  to	  travel	  with	  me	  into	  the	  curatorial	  experiences,	  while	  weaving	  

connections	  to	  clothing	  and	  the	  becoming	  events.	  The	  social	  significance	  of	  the	  work	  is	  situated	  

in	  the	  questions	  and	  ideas	  that	  matter	  in	  the	  turning.	  	  Readers	  are	  able	  to	  feel	  the	  meanings	  of	  

the	  work	  in	  the	  stories	  stitched	  throughout	  the	  inquiry	  in	  evocative	  ways,	  but	  more	  

importantly,	  can	  reflect	  on	  the	  stories	  embedded	  in	  and	  in-‐between	  the	  art	  and	  text	  in	  

surprising	  ways.	  Donna	  Alvermann	  (2000)	  traces	  and	  maps	  in	  order	  in	  a	  more	  freeing	  way	  of	  

looking	  at	  data	  to	  locate	  the	  middles	  and	  connect	  her	  research	  practices	  through	  rhizoanalysis:	  

	  

Looking	  for	  middles,	  rather	  than	  beginnings	  and	  endings	  makes	  it	  possible	  to	  decenter	  
key	  linkages	  and	  find	  new	  ones,	  not	  by	  combining	  old	  ones	  in	  new	  ways,	  but	  by	  
remaining	  open	  to	  the	  proliferation	  of	  ruptures	  and	  discontinuities	  that	  in	  turn	  create	  
other	  linkages	  (p.	  118)	  

	  

In	  order	  to	  attune	  to	  transformations,	  in	  rhizomatic	  ways,	  I	  had	  to	  make	  myself	  open	  the	  risk	  of	  

failing	  and	  allow	  for	  the	  lure	  of	  failing	  as	  a	  curator,	  artist,	  researcher,	  and	  teacher	  and	  to	  

consider	  how	  the	  inquiry	  provokes	  my	  curricular	  and	  pedagogical	  practice.	  	  The	  waves	  of	  

feminism	  wash	  back	  into	  my	  thinking	  as	  I	  work	  towards	  provoking	  gendered	  failures	  in	  my	  

analysis.	  Halberstam	  (2011)	  suggests	  the	  goal	  of	  our	  work	  should	  be	  to	  lose	  our	  way	  and	  

perhaps	  lose	  even	  more	  than	  our	  way	  as	  she	  states:	  

	  

Terms	  like	  serious	  and	  rigorous	  tend	  to	  be	  code	  words,	  in	  academia	  as	  well	  as	  other	  
contexts,	  for	  disciplinary	  correctness;	  they	  signal	  a	  form	  of	  training	  and	  learning	  that	  
confirms	  what	  is	  already	  known	  according	  to	  approved	  methods	  of	  knowing,	  but	  they	  do	  
not	  allow	  for	  visionary	  insights	  or	  flights	  of	  fancy.	  (p.	  6)	  
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In	  a	  dissertation	  that	  troubles	  my	  identity	  as	  a	  curator,	  artist,	  researcher,	  teacher,	  and	  mother,	  I	  

appreciate	  the	  ways	  Halberstam	  (2011)	  suggests,	  “[n]ot	  succeeding	  at	  womanhood	  can	  offer	  

unexpected	  pleasures”	  (p.	  4).	  These	  pleasures	  are	  at	  the	  heart	  of	  possibility	  for	  gendered	  

failure,	  where	  “[f]ailing,	  losing,	  forgetting,	  unmaking,	  undoing,	  unbecoming,	  not	  knowing,	  may	  

in	  fact	  offer	  more	  creative,	  more	  cooperative,	  more	  surprising	  ways	  of	  being	  in	  the	  world”	  (pp.	  

2-‐3).	  Again,	  I	  answered	  a	  publication	  call	  to	  dwell	  in	  the	  middles	  more	  as	  I	  tried	  to	  find	  my	  way	  

and	  understand	  what	  gendered	  failure	  has	  meant	  to	  my	  work.	  	  Sherif	  Bey	  (2015)	  offers	  articles	  

that	  reframe,	  redeem,	  and	  remediate	  our	  understandings	  of	  failure	  in	  art	  education:	  

	  

The	  articles	  herein	  volume	  35	  of	  The	  Journal	  of	  Social	  Theory	  in	  Art	  Education	  discuss	  so-‐
called	  ‘failures’	  from	  a	  range	  of	  perspectives.	  	  They	  speak	  to	  failed	  connections,	  failed	  
systems,	  failed	  relationships,	  failed	  reflections,	  and	  of	  course,	  ‘failed	  failures.’	  (p.	  ii)	  

	  

The	  call	  to	  write	  about	  failure	  was	  critical	  to	  my	  inquiry	  to	  begin	  to	  think	  about	  failing	  

differently.	  	  I	  especially	  liked	  the	  way	  Bey	  (2015)	  rendered	  the	  writing	  of	  the	  word	  failure	  as	  

“fai(lure)”	  (p.	  i).	  	  I	  render	  the	  word	  as	  “fail(lure)”	  (McCartney,	  2015)	  to	  visually	  invite	  

researchers	  to	  submit	  articles	  that	  consider	  the	  lure	  of	  failing,	  which	  for	  me,	  meant	  seeking	  the	  

positive	  of	  failure	  within	  the	  negative	  of	  failure,	  and	  to	  imagine	  the	  lure	  of	  what	  I	  have	  lost	  and	  

found	  in	  the	  inquiry.	  	  Bey	  (2015)	  explains	  why	  attuning	  to	  failure	  is	  important:	  
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Instead	  of	  masking	  our	  so-‐called	  failures,	  feeling	  shame	  or	  reflecting	  privately,	  we	  can	  
share	  our	  respective	  trails	  in	  such	  a	  way	  that	  might	  benefit	  others,	  or	  those	  who	  
experience	  related	  hurdles.	  (p.	  ii)	  
	  
	  

Allowing	  myself	  to	  attend	  to	  my	  failures	  as	  a	  curator	  was	  also	  an	  opportunity	  to	  attend	  to	  the	  

gendered	  failures	  Halberstam	  (2011)	  suggests	  allow	  us	  to	  escape	  punishing	  norms.	  This	  is	  

where	  the	  waves	  of	  my	  feminist	  curating	  return	  to	  redefine	  the	  boundaries	  of	  the	  inquiry	  and	  

poke	  or	  wash	  holes	  in	  the	  curriculum	  of	  my	  living.	  I	  made	  myself	  open	  to	  allowing	  for	  failure	  in	  

my	  article	  submission.	  	  

	  

Open	  to	  a	  Fine	  Risk	  

In	  searching	  for	  the	  curricular	  implications	  of	  my	  inquiry,	  I	  worked	  to	  locate	  rhizomatic	  

opportunities	  to	  linger	  with	  the	  four	  steps	  for	  experimenting	  with	  currere,	  outlined	  by	  William	  

F.	  Pinar	  and	  Madeleine	  R.	  Grumet	  in	  Toward	  a	  Poor	  Curriculum	  (1976)	  to	  consider	  the	  benefits	  

of	  allowing	  for	  uncertainty	  and	  failure	  in	  curating	  the	  curriculum	  of	  my	  lived	  experiences.	  “This	  

is	  also	  the	  social	  meaning	  of	  currere.	  	  It	  is	  the	  seeking	  of	  what	  is	  lost”	  (Pinar	  &	  Grumet,	  1976,	  p.	  

21).	  Curators	  don’t	  typically	  set-‐out	  to	  create	  “poor”	  exhibitions,	  but	  a	  poor	  exhibition	  allowed	  

me	  to	  become	  lost	  so	  I	  might	  be	  found	  as	  a	  curator.	  A	  poor	  exhibition,	  stripped	  of	  the	  clothing	  

that	  keeps	  me	  from	  seeing,	  helped	  me	  to	  see	  my	  curatorial	  failings	  in	  new	  ways	  even	  after	  the	  

exhibition	  closed.	  
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Returning	  to	  One’s	  Past	  

I	  worked	  to	  interrogate	  failures	  as	  I	  map	  my	  rhizoanalysis	  (Alvermann,	  2000),	  and	  I	  

appreciated	  the	  ways	  Pinar	  and	  Grumet	  (1976)	  offer	  four	  steps	  to	  running	  currere’s	  course—the	  

regressive,	  the	  progressive,	  the	  analysis,	  and	  the	  synthesis,	  because	  for	  me,	  the	  steps	  the	  

authors	  offer	  are	  rhizomatic	  starting	  in	  the	  middles,	  looking	  backwards,	  and	  forwards,	  arriving	  

at	  the	  middle	  again.	  The	  first	  step	  of	  the	  method	  of	  currere	  is	  the	  regressive,	  where	  “[o]ne	  

returns	  to	  the	  past,	  to	  capture	  it	  as	  it	  was,	  and	  as	  it	  hovers	  over	  the	  present”	  (Pinar	  &	  Grumet,	  

1976,	  p.	  55).	  In	  an	  inquiry	  mapping	  my	  ways	  into	  motherhood,	  I	  return	  to	  the	  story	  of	  

Elizabeth’s	  early	  birth.	  	  I	  remember	  the	  doctors	  repeatedly	  using	  the	  term	  “failure	  to	  thrive”	  as	  

a	  possible	  result	  of	  her	  extreme	  prematurity.	  Would	  my	  daughter’s	  failure	  to	  thrive	  become	  my	  

failure	  as	  a	  mother?	  Even	  the	  word	  “failure”	  still	  reverberates	  deep	  inside	  me.	  	  It	  still	  lingers	  

and	  hurts	  all	  these	  years	  later.	  	  

While	  there	  were	  over	  150	  artifacts	  included	  in	  the	  Dress	  Stories	  exhibition,	  I	  began	  

thinking	  about	  how	  I	  perform	  curriculum	  by	  hovering	  over	  my	  prom	  dress.	  My	  prom	  dress	  is	  an	  

artifact	  from	  my	  lived	  experience.	  	  Like	  many	  women,	  I	  felt	  I	  had	  to	  hold	  on	  to	  my	  prom	  dress,	  

which	  I	  kept	  shoved	  in	  a	  storage	  tub	  in	  my	  garage.	  I	  knew	  it	  was	  an	  important	  purchase	  my	  

parents	  made	  for	  me	  and	  I	  felt	  compelled	  to	  keep	  it,	  even	  though	  my	  feelings	  towards	  the	  dress	  

posed	  a	  dilemma	  for	  me.	  	  I	  do	  not	  wear	  the	  dress	  anymore,	  so	  why	  was	  I	  holding	  on	  to	  it	  so	  

tightly?	  	  What	  might	  this	  article	  of	  clothing	  reveal	  about	  my	  identity	  as	  
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curator/artist/researcher/teacher	  as	  a	  concept,	  a	  text,	  an	  opening	  to	  undo	  my	  identity?	  Could	  

my	  performativity	  be	  reimagined?	  	  Could	  the	  meaning	  of	  the	  dress	  change?	  

	  

Where	  are	  We	  Going?	  

Pinar	  and	  Grumet	  (1976)	  posit	  the	  second	  step	  in	  the	  method	  of	  currere,	  the	  progressive	  

asking	  readers,	  “[t]ry	  to	  discern	  where	  your	  intellectual	  interests	  are	  going,	  the	  relation	  

between	  these	  evolving	  interests	  and	  your	  private	  life,	  between	  these	  two	  and	  evolving	  

historical	  conditions”	  (p.	  59).	  	  I	  looked	  for	  tensions	  in	  the	  progressive	  in	  the	  Dress	  Stories	  

exhibition.	  I	  considered	  how	  my	  intellectual	  interests	  and	  private	  life	  have	  progressed	  since	  

1989,	  when	  I	  embodied	  my	  prom	  dress.	  	  I	  never	  imagined	  as	  a	  teenager	  in	  taffeta,	  I	  would	  find	  

myself	  opened	  into	  motherhood	  fourteen	  years	  later.	  	  How	  might	  my	  prom	  dress	  serve	  as	  

means	  to	  getting	  lost	  and	  found?	  Pinar	  and	  Grumet	  (1976)	  ask,	  “How	  is	  the	  future	  present	  in	  

the	  past,	  the	  past	  in	  the	  future,	  and	  the	  present	  in	  both?”	  (p.	  60).	  	  This	  dress	  from	  my	  past	  was	  

suddenly	  woven	  into	  my	  present	  future,	  when	  my	  great-‐great-‐great	  grandmother’s	  dress	  was	  

ripped	  open	  as	  a	  result	  of	  the	  waters	  seeping	  from	  the	  gallery	  ceiling.	  	  I	  could	  have	  never	  

predicted	  the	  ways	  I	  would	  find	  new	  meaning	  in	  my	  prom	  dress	  when	  I	  was	  planning	  the	  

exhibition.	  	  It	  would	  become	  a	  metonym	  and	  metaphor	  for	  grief	  and	  loss.	  	  When	  the	  gallery	  

flooded,	  threads	  of	  my	  past,	  present,	  and	  future	  unraveled	  in	  my	  institutional	  life	  as	  a	  curator.	  

It	  was	  not	  until	  I	  had	  de-‐installed	  the	  exhibition,	  I	  realized	  I	  had	  failed	  to	  find	  the	  fail(lure)	  in	  the	  

gallery	  openings	  and	  closings.	  
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Putting	  it	  Together	  

Pinar	  and	  Grumet	  (1976)	  offer	  a	  fourth	  step	  in	  the	  method	  of	  currere—synthesis,	  where	  

pieces	  are	  made	  whole,	  where	  “I	  am	  placed	  together”	  (p.	  61).	  “What	  is	  essential	  to	  currere	  is	  

the	  assertion	  that	  new	  structures	  evolve	  in	  the	  process	  of	  naming	  old	  ones,”	  (Pinar	  &	  Grumet,	  

1976,	  p.	  115,	  italics	  in	  original).	  	  I	  was	  already	  pointing	  towards	  a	  kind	  of	  synthesis	  in	  the	  

exhibition	  when	  I	  hung	  six	  vintage	  hand	  mirrors	  next	  to	  my	  prom	  dress.	  Vinyl	  lettering	  on	  the	  

mirrors	  invited	  viewers	  to	  participate	  in	  the	  exhibition	  asking—What	  does	  this	  say	  about	  me?	  

Visitors	  who	  looked	  into	  the	  mirrors	  saw	  themselves	  reflected	  back.	  	  They	  saw	  my	  clothes,	  but	  

they	  also	  saw	  their	  clothes,	  themselves	  embodied	  in	  the	  mirrors	  on	  the	  exhibition	  walls	  as	  well.	  

It	  was	  an	  invitation	  to	  participate	  with	  the	  works	  in	  order	  to	  make	  them	  complete.	  	  

I	  continued	  seeking	  new	  ways	  into	  curare	  and	  curerre	  within	  the	  curatorial.	  The	  Dress	  

Stories	  exhibition	  did	  not	  mark	  the	  end	  of	  the	  journey	  and	  it	  continues	  even	  now	  to	  inform	  and	  

shape	  my	  ways	  of	  knowing	  in	  rhizomatic	  ways.	  I	  like	  thinking	  about	  what	  comes	  after	  the	  

exhibition,	  after	  the	  flood.	  	  Irwin,	  Beer,	  Springgay,	  and	  Grauer	  (2006)	  describe	  rhizomes	  as	  

interstitial	  spaces	  with	  no	  beginnings	  or	  endings,	  but	  as	  always	  becoming,	  as	  being	  open	  to	  

transformations,	  where	  rhizomes	  create	  interconnected	  networks	  with	  multiple	  entry	  points.	  	  

My	  prom	  dress	  offered	  multiple	  entry	  points	  for	  my	  stories	  of	  self	  and	  multiple	  renderings	  of	  

my	  experiences.	  The	  dress	  did	  not	  have	  the	  same	  meaning	  for	  me	  as	  a	  curator	  after	  the	  flood.	  It	  

no	  longer	  fit	  the	  same	  way	  in	  my	  narrative.	  Pinar	  and	  Grumet	  (1976)	  invite	  readers,	  “To	  let	  go	  

of	  you.	  To	  let	  go	  of	  currere”	  (p.	  176).	  Curators	  traditionally	  hold	  onto	  objects.	  	  But	  I	  wondered,	  
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what	  would	  it	  mean	  for	  me	  to	  let	  go	  of	  my	  prom	  dress?	  	  

	  

Rupturing	  the	  Membranes	  

Returning	  to	  the	  work	  of	  Weber	  and	  Mitchell	  (2004a	  &	  2004b),	  I	  could	  conceptualize	  my	  

dress	  and	  dress	  stories	  as	  a	  methodology	  to	  consider	  narrative,	  identity,	  and	  practice,	  and	  to	  be	  

altered	  by	  these	  spaces.	  	  Jo	  Visser	  (2004)	  considered	  whether	  she	  should	  sell	  her	  wedding	  

dress,	  or	  transform	  it,	  before	  she	  nailed	  it	  to	  the	  wall.	  	  Karinna	  Riddett-‐Moore	  (2011)	  

transformed	  her	  wedding	  dress	  in	  response	  to	  the	  grief	  and	  betrayal	  she	  experienced	  in	  her	  

living.	  	  For	  years,	  I	  had	  dwelled	  in-‐between	  my	  curriculum,	  collecting,	  caring,	  and	  the	  

possibilities	  of	  releasing	  my	  failures	  as	  a	  curator.	  In	  synthesis,	  I	  decided	  like	  Visser	  (2004)	  and	  

Riddett-‐Moore	  (2011)	  to	  render	  my	  dress	  in	  a	  new	  way.	  	  Pinar	  and	  Grumet	  (1976)	  caution	  

readers,	  “This	  word	  ‘alternation’	  must	  be	  understood	  not	  to	  mean	  simply,	  say,	  lengthening	  

one’s	  trousers;	  no,	  it	  means	  more	  than	  external	  rearrangement.	  	  It	  involves	  a	  change	  in	  the	  

fabric	  as	  well”	  (p.	  15).	  I	  wrestled	  with	  how	  something	  new	  might	  be	  rendered	  in	  an	  artful	  form.	  	  

Arts-‐based	  research	  allowed	  me	  to	  not	  only	  collect	  data	  but	  create	  data.	  	  In	  altering	  my	  prom	  

dress,	  I	  would	  be	  able	  to	  map	  my	  rhizoanalysis	  as	  something	  new,	  something	  more.	  

I	  put	  my	  prom	  dress	  on	  a	  dress	  form	  on	  my	  kitchen	  table.	  	  I	  paused.	  I	  closed	  my	  eyes	  and	  

paid	  attention	  to	  my	  breathing.	  I	  took	  a	  pair	  of	  scissors,	  and	  wholly	  unlike	  a	  curator,	  charged	  

with	  caring	  for	  objects,	  with	  protecting	  their	  collections,	  I	  began	  to	  physically	  loosen	  the	  

stitches,	  the	  membranes	  of	  my	  prom	  dress.	  	  I	  started	  slowly,	  and	  the	  more	  I	  thought	  about	  



	  

135	  
	  

P.R.O.M.,	  the	  gallery	  flooding,	  and	  my	  own	  lived	  experience,	  the	  more	  furiously	  I	  cut,	  and	  cut,	  

and	  cut.	  	  Threads	  and	  seams	  came	  undone.	  The	  dress	  could	  no	  longer	  hold	  its	  shape.	  	  It	  would	  

no	  longer	  fit	  anyone	  I	  might	  save	  it	  for.	  I	  was	  reconceptualizing	  my	  prom	  dress	  physically	  and	  

metaphorically.	  The	  membranes	  of	  my	  dress	  were	  gone,	  the	  borders	  were	  no	  longer	  clear,	  all	  

that	  remained	  were	  the	  photographs	  I	  took	  of	  the	  ruptures.	  	  I	  changed	  the	  terrain	  of	  my	  

material,	  making	  my	  failures	  real	  and	  different.	  	  

Altering	  my	  prom	  dress	  membranes	  was	  not	  a	  premature	  rupture,	  but	  a	  rupture	  that	  

had	  been	  delayed	  for	  over	  twenty	  years.	  If	  the	  exhibition	  gallery	  had	  literally	  not	  opened	  and	  

flooded,	  I	  am	  not	  sure	  I	  would	  have	  gotten	  here.	  In	  the	  performative	  act	  of	  rupturing	  my	  

corporality,	  my	  membranes	  again,	  I	  was	  able	  to	  release	  failure,	  release	  blame,	  release	  shame,	  

and	  to	  begin	  to	  let	  go.	  	  And	  when	  I	  was	  done,	  I	  discarded	  the	  dress.	  	  I	  no	  longer	  need	  to	  possess	  

it	  in	  order	  to	  care	  for	  it,	  in	  order	  to	  see	  I	  was	  forever	  altered	  by	  it.	  “More	  deeply,	  now,	  in	  the	  

present,	  I	  choose	  what	  of	  it	  to	  honor,	  what	  of	  it	  to	  let	  go.	  	  I	  choose	  again	  who	  it	  is	  I	  aspire	  to	  be,	  

how	  I	  wish	  my	  life	  history	  to	  read”	  (Pinar	  &	  Grumet,	  1976,	  p.	  ix).	  	  

	  

Towards	  a	  Poor	  Exhibition	  

Altering	  my	  prom	  dress	  re-‐turned	  me	  towards	  a	  poor	  exhibition.	  I	  wanted	  to	  find	  the	  

courage	  to	  travel	  towards	  becoming-‐curating.	  How	  might	  I	  “teach	  more	  with	  less,	  

simultaneously	  creating	  space	  and	  honoring	  the	  stuff	  in	  question’	  (Palmer,	  1998,	  p.	  122).	  	  Once	  

I	  had	  discarded	  my	  prom	  dress,	  I	  provoked	  the	  ways	  I	  might	  have	  experimented	  with	  curare	  and	  
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currere	  more	  deeply.	  	  Deleuze	  and	  Guattari	  (1987)	  state,	  “[a]	  rhizome	  may	  be	  broken,	  

shattered,	  at	  a	  given	  spot,	  but	  will	  start	  up	  again	  on	  one	  of	  its	  old	  lines,	  or	  on	  new	  lines”	  (p.	  9).	  	  

Elizabeth’s	  birth	  story	  was	  a	  rupture	  leading	  me	  into	  the	  inquiry,	  and	  curating	  Dress	  Stories,	  was	  

a	  rupture	  into	  the	  inquiry,	  but	  I	  still	  had	  to	  unfold	  the	  ruptures	  of	  my	  becoming.	  When	  the	  

gallery	  flooded,	  the	  exhibit	  was	  actually	  stripped	  of	  clothing.	  	  It	  was	  altered.	  	  I	  felt	  it	  was	  my	  

curatorial	  responsibility	  to	  work	  to	  return	  everything	  back	  to	  the	  way	  it	  was	  designed,	  to	  

recreate	  the	  exhibition	  before	  visitors	  could	  return	  to	  the	  gallery	  space.	  	  “One	  of	  the	  benefits	  of	  

rhizomatic	  integration	  is	  that	  it	  is,	  in	  fact	  messy.	  	  Messiness	  is	  itself	  a	  structure,	  so	  reducing	  the	  

inclination	  to	  clean	  up	  the	  mess	  is	  important”	  (Wiebe,	  Sameshima,	  Irwin,	  Leggo,	  Gouzouasis,	  &	  

Grauer,	  2007,	  p.	  270).	  	  As	  a	  curator,	  I	  felt	  compelled	  to	  re-‐install	  the	  exhibition	  and	  myself.	  	  I	  

was	  distracted	  by	  the	  damage.	  	  But	  now,	  I	  wish	  I	  hadn’t	  fix	  the	  exhibition.	  	  I	  was	  altered	  in	  

pedagogical	  ways	  leading	  Laura	  Evans’	  graduate	  students	  through	  the	  damaged	  exhibition	  the	  

day	  of	  the	  flood,	  but	  as	  soon	  as	  their	  tour	  was	  over,	  I	  remained	  in	  the	  gallery	  to	  remove	  any	  

trace	  of	  the	  messiness.	  	  How	  might	  the	  visitors	  have	  reconsidered	  the	  exhibition	  and	  the	  

curatorial	  if	  I	  had	  left	  clothing	  disheveled	  and	  undone?	  	  What	  if	  I	  had	  allowed	  visitors	  to	  run	  the	  

course	  and	  fully	  experience	  the	  exhibition	  after	  the	  flood?	  	  Would	  the	  experience	  have	  been	  

different	  if	  I	  had	  left	  the	  pools	  of	  water	  on	  the	  gallery	  floor?	  	  Could	  visitors	  have	  experienced	  

the	  flood	  in	  community	  with	  me	  and	  beside	  me?	  	  That	  would	  have	  been	  a	  fail(lure),	  the	  lure	  of	  

the	  curatorial,	  a	  failure	  which	  might	  have	  been	  transformative.	  Maybe	  I	  had	  been	  asking	  the	  

wrong	  questions	  all	  along	  (O’Donoghue,	  2009).	  	  I	  failed	  to	  see	  the	  a/r/tographical	  opportunity,	  
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where	  the	  process	  is	  more	  significant	  that	  the	  product.	  Was	  that	  my	  failure	  to	  thrive?	  Was	  it	  a	  

perceived	  failure?	  Visitors	  to	  the	  exhibition	  would	  not	  deem	  the	  exhibition	  a	  failure,	  nor	  would	  

the	  university,	  the	  sponsors,	  or	  my	  research	  committee.	  	  But,	  I	  did	  not	  allow	  others	  into	  all	  of	  

the	  relational	  spaces	  of	  my	  lived	  experience	  of	  curare	  and	  currere,	  and	  that	  was	  a	  failure	  on	  my	  

part.	  

	  

Producing	  Knowledge	  Differently	  

Working	  the	  ruins	  (St.	  Pierre	  &	  Pillow,	  2000)	  of	  the	  flooded	  exhibition	  provided	  

alternate	  routes	  into	  curating	  and	  creating.	  	  Pillow	  and	  Pierre	  (2000)	  posit	  the	  task	  of	  educators	  

is	  to	  “ask	  different	  questions	  that	  produce	  different	  knowledge	  and	  produce	  knowledge	  

differently,	  thereby	  producing	  different	  ways	  of	  living	  in	  the	  world”	  (p.	  1).	  	  Sullivan	  (2010)	  

asserts	  creative	  practice	  brings	  about	  new	  knowledge	  and	  understanding.	  	  Rupturing	  my	  prom	  

dress	  was	  a	  creative	  way	  into	  learning	  for	  me,	  where	  “imaginative	  insights	  confirm,	  challenge,	  

or	  change	  our	  understanding”	  (Sullivan,	  2010,	  pp.	  31-‐32).	  	  Once	  I	  was	  willing	  to	  think	  differently	  

about	  the	  ways	  I	  care	  for	  my	  collections,	  I	  began	  to	  imagine	  more	  sites	  for	  artmaking.	  	  I	  

returned	  to	  my	  family	  trunk	  and	  unpacked	  all	  of	  the	  items	  I	  did	  not	  include	  in	  the	  Dress	  Stories	  

exhibition	  onto	  my	  kitchen	  table.	  Originally	  I	  thought	  these	  items	  were	  not	  significant	  or	  worthy	  

of	  display	  because	  they	  were	  in	  poor	  condition—stained,	  ripped,	  or	  eaten	  by	  bugs.	  	  My	  former	  

curator	  self	  would	  never	  have	  put	  them	  in	  an	  exhibition,	  because	  they	  had	  not	  been	  well-‐cared	  

for.	  	  But	  now,	  I	  began	  to	  see	  I	  could	  care	  for	  these	  items	  in	  new	  ways.	  	  I	  looked	  at	  the	  work	  of	  
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contemporary	  artist,	  Anne	  Wilson,	  who	  collects	  1940s	  household	  linens	  and	  clothing	  fragments	  

from	  her	  family’s	  collection	  of	  discolored	  and	  stained	  artifacts	  as	  a	  signifier	  to	  tell	  insights	  into	  

who	  we	  are,	  and	  “rather	  than	  repairing,	  the	  holes	  are	  disrepaired,	  accentuated	  to	  display	  an	  

experience	  and	  sensibility	  that	  are	  contrary	  to	  the	  original	  formality	  and	  function	  of	  the	  cloth”	  

(Lineberry,	  1997,	  p.	  52).	  	  In	  her	  artist	  statement,	  Wilson	  describes	  her	  series,	  entitled	  Mendings	  

of	  stitched	  textiles	  as	  drawings	  “referencing	  wounds,	  burns,	  orifices,	  signs	  of	  decay”	  (Wilson	  

cited	  in	  Lineberry,	  1997,	  p.	  52).	  I	  selected	  one	  of	  my	  great-‐grandmother’s	  white	  cotton	  aprons	  

with	  beautiful	  cut-‐work	  (see	  Figure	  198).	  	  The	  apron	  was	  discolored	  and	  had	  small	  tears	  in	  the	  

fabric.	  	  I	  looked	  to	  Kind	  (2006)	  who	  cut	  a	  hole	  through	  a	  piece	  of	  white	  cutwork	  fabric	  and	  

decided	  to	  open	  myself	  to	  a	  fine	  risk	  by	  working	  from	  the	  holes.	  I	  decided	  to	  reimagine	  the	  scar	  

tissue	  of	  my	  soul,	  and	  sewed	  a	  large	  red	  thread	  down	  the	  front	  of	  the	  apron.	  	  I	  measured	  the	  

length	  of	  the	  scar	  on	  my	  abdomen	  and	  marked	  the	  distance	  on	  the	  fabric.	  	  Kind	  (2006)	  

describes	  self-‐altering:	  

	  

Cut,	  seam,	  rip,	  tear,	  wound.	  	  Fabric	  cut	  and	  torn	  and	  stitched	  together	  again	  in	  different	  
renderings.	  	  Pieces	  displaced	  and	  opening	  up.	  	  Threads	  fraying	  and	  edges	  undoing.	  	  Red	  
threads	  stitch	  the	  seams	  and	  mark	  the	  wound.	  (p.	  93)	  

	  

I	  laid	  a	  piece	  of	  red	  wool	  on	  the	  apron,	  and	  using	  black	  threads	  from	  my	  great-‐grandmother’s	  

sewing	  basket,	  I	  stitched	  37	  “staples”	  to	  secure	  the	  incision	  in	  place.	  	  I	  frayed	  the	  red	  wool	  in	  

between	  and	  in-‐between	  the	  stitches,	  undoing	  its	  edges.	  I	  placed	  the	  apron	  on	  a	  mesh	  dress	  

form,	  and	  took	  it	  outside	  to	  document	  it	  as	  a	  form	  of	  “photovoice.”	  	  Unlike	  my	  previous	  
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curatorial	  practices,	  I	  did	  not	  steam	  out	  the	  wrinkles	  or	  worry	  about	  the	  styling	  of	  the	  garment.	  	  

I	  only	  thought	  about	  adding	  the	  fibers	  of	  my	  being	  into	  and	  in-‐between	  the	  fibers	  of	  the	  cloth	  as	  

a	  metaphor	  of	  the	  ways	  I	  perform	  motherhood.	  The	  apron	  strings	  could	  suddenly	  be	  used	  for	  

other	  things.	  

	  

Saving	  Ourselves	  

	   I	  returned	  to	  our	  family	  trunk	  and	  selected	  five	  baby	  dresses	  I	  did	  not	  include	  in	  the	  

Dress	  Stories	  exhibition.	  	  Like	  the	  apron,	  the	  dresses	  were	  in	  poor	  condition—stained,	  ripped,	  or	  

eaten	  by	  bugs.	  	  I	  looked	  to	  the	  work	  of	  contemporary	  artist	  elin	  o’Hara	  slavick,	  who	  embroiders	  

personal	  narrative	  onto	  her	  worn	  childhood	  dresses.	  	  The	  dresses	  prompt	  her	  memories,	  

“poetic	  and	  confessional	  texts	  are	  sewn	  in	  the	  dresses	  my	  mother	  saved	  since	  my	  childhood”	  

(slavick	  as	  cited	  in	  Mavor,	  2004,	  p.	  26).	  Mavor	  (2004)	  suggests	  slavick’s	  pieces	  render	  what	  is	  

unsaid	  attuning	  to	  the	  loss	  of	  childhood—“We	  save	  toys	  and	  clothes	  and	  other	  mementoes	  

from	  our	  childhood	  days:	  souvenirs	  that	  try	  to	  replace	  the	  loss”	  (p.	  29).	  I	  realize	  I	  mourned	  the	  

loss	  of	  Elizabeth’s	  childhood,	  I	  mourned	  the	  loss	  of	  my	  childhood,	  and	  I	  mourned	  the	  loss	  of	  the	  

baby	  dresses	  from	  the	  trunk,	  because	  they	  were	  so	  badly	  damaged.	  	  	  

Contemporary	  artist,	  Kate	  Kretz	  acknowledges	  the	  powerful	  ways	  she	  was	  changed	  in	  

and	  into	  motherhood,	  and	  credits	  the	  ways	  being	  a	  parent	  has	  heightened	  her	  awareness	  of	  

everything	  in	  her	  artmaking	  (Katekretz.com,	  2015).	  	  Kretz	  says	  being	  the	  mother	  of	  a	  daughter	  

makes	  her	  a	  stronger	  feminist	  and	  that	  the	  mother	  daughter	  relationship	  is	  manifested	  in	  her	  
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work.	  	  In	  Beauty	  of	  Your	  Breathing,	  Kretz	  embroiders	  her	  own	  hair	  collected	  during	  the	  

gestation	  period	  of	  her	  pregnancy	  and	  stitches	  the	  words	  “All	  of	  the	  world’s	  unspeakable	  

cruelties	  eclipsed	  in	  this	  moment	  by	  the	  beauty	  of	  your	  breathing”	  (Katekretz.com,	  2015)	  on	  a	  

found	  baby	  dress.	  	  In	  the	  piece	  Your	  Fragility,	  Kretz	  also	  embroiders	  her	  hair	  from	  the	  

daughter’s	  gestation	  period	  to	  write	  the	  text,	  “Your	  fragility	  in	  this	  sharp	  world	  is	  paralyzing”	  on	  

a	  child’s	  shirt.	  	  According	  to	  the	  artist’s	  website,	  offers	  the	  clothing	  pieces	  as	  a	  way	  to	  render	  

her	  life-‐altering	  experiences—“nothing	  makes	  you	  more	  vulnerable	  than	  having	  a	  child,	  and	  I	  

think	  this	  rawness	  is	  entering	  my	  work”	  (Katekretz.com,	  2015).	  

I	  wondered	  how	  I	  might	  allow	  the	  rawness	  of	  my	  ruptures	  to	  enter	  my	  work.	  	  Could	  I	  

stitch	  memories	  of	  the	  inquiry	  into	  the	  seams	  of	  the	  dresses	  I	  curate	  in	  the	  inquiry?	  	  Unlike	  

Kretz’s	  pieces,	  these	  are	  not	  found	  dresses,	  they	  are	  familial	  dresses	  representing	  the	  ways	  I	  

was	  taught	  to	  think	  through	  my	  mother	  and	  her	  mother,	  and	  her	  mother.	  	  Rather	  than	  sewing	  

long	  passages	  on	  the	  dresses,	  I	  worked	  to	  locate	  concise	  text	  that	  would	  allow	  me	  into	  the	  

borders	  of	  each	  garment.	  	  While	  Kretz’s	  thread	  is	  literally	  made	  of	  her	  own	  hair,	  my	  thread	  was	  

significant	  too.	  I	  took	  my	  great-‐grandmother’s	  thread,	  some	  of	  which	  are	  one	  hundred	  years	  

old,	  and	  I	  started	  to	  stitch.	  	  I	  used	  my	  great-‐grandmother’s	  old,	  rusted	  embroidery	  hoop	  and	  

pulled	  the	  fabric	  taunt	  to	  push	  the	  needle	  in	  the	  thread	  through	  the	  fragile	  fabric.	  On	  one	  dress,	  

I	  sewed	  the	  word	  “openings,”	  on	  another	  dress,	  I	  sewed	  the	  words	  “dress	  stories,”	  and	  on	  

another	  dress,	  I	  sewed	  the	  word	  “c/a/r/tography.”	  	  The	  dresses	  now	  rendered	  the	  most	  

compelling	  and	  transformative	  aspects	  of	  the	  inquiry	  for	  me.	  	  Placed	  together,	  they	  are	  a	  vision	  
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of	  my	  collected	  memories	  of	  the	  research	  process.	  	  On	  the	  fourth	  dress,	  I	  sewed	  the	  phrase	  “I	  

am	  a	  curator,	  I	  care	  for	  the	  clothes.”	  	  This	  dress	  marks	  a	  shift	  in	  the	  work	  for	  me.	  	  I	  was	  caring	  

for	  the	  clothes	  not	  like	  a	  curator,	  but	  as	  an	  artist,	  researcher,	  and	  teacher,	  concerned	  more	  for	  

the	  construction	  of	  meaning	  in	  the	  artmaking,	  then	  in	  the	  conservation	  of	  the	  artifact.	  	  For	  the	  

final	  text	  dress,	  I	  embroidered	  the	  phrase,	  “I	  come	  to	  the	  water”	  to	  serve	  as	  a	  metaphor	  for	  

inviting	  the	  ruptures	  and	  riding	  the	  waves	  of	  feminism.	  	  The	  water	  was	  no	  longer	  the	  reason	  for	  

my	  failures,	  it	  was	  the	  opportunity	  to	  becoming	  failure	  in	  profound	  ways.	  In	  the	  water,	  I	  might	  

think	  about	  my	  performativity	  differently.	  I	  appreciate	  the	  ways	  Barney	  (2013)	  juxtaposed	  ideas	  

about	  collecting,	  repositioning,	  reflecting,	  and	  representing,	  as	  he	  embroidered	  text	  and	  images	  

onto	  recycled	  bed	  sheets.	  	  Embroidering	  text	  onto	  the	  baby	  dresses	  from	  the	  family	  trunk	  

allowed	  me	  to	  critically	  consider	  how	  artmaking	  saved	  me	  (Barney,	  2013)	  in	  contextualizing	  my	  

identity	  as	  curator,	  artist,	  researcher,	  and	  teacher.	  Before	  I	  ruptured	  the	  membranes,	  I	  thought	  

thinking	  through	  my	  mother	  meant	  I	  had	  to	  care	  for,	  recollect,	  and	  hand-‐down	  these	  dresses	  to	  

my	  daughter	  like	  all	  of	  the	  other	  women	  in	  my	  family	  had	  done	  before	  me.	  	  But	  in	  thinking	  

about	  failure	  differently,	  and	  thinking	  about	  gendered	  failure	  differently,	  I	  realized	  I	  could	  alter	  

the	  dresses	  and	  think	  about	  motherhood	  in	  more	  meaningful	  ways.	  Once	  I	  had	  finished	  creating	  

works	  of	  art	  out	  of	  the	  dresses,	  I	  released	  them	  and	  gave	  them	  away	  to	  colleagues	  and	  mentors	  

to	  become	  fabrications	  of	  the	  art	  of	  failure	  in	  other	  researcher’s	  stories	  of	  becoming.	  
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Skirting	  a	  Pleated	  Text	  

Laurel	  Richardson	  (2000)	  describes	  writing	  stories	  as	  “pleated-‐text”	  (p.	  153),	  where	  “The	  

pleats	  can	  be	  spread	  open	  at	  any	  point,	  folded	  back,	  unfurled”	  (p.	  153).	  	  As	  she	  “skirts	  around”	  

personal	  narrative,	  she	  offers	  “story	  lines”	  (p.	  154)	  to	  contextualize	  the	  ways	  researchers	  are	  

always	  present	  in	  their	  texts.	  I	  decided	  to	  skirt	  around	  the	  handkerchief	  collection	  I	  used	  in	  my	  

original	  photovoice	  assignment.	  	  Originally	  I	  took	  a	  photograph	  of	  the	  fabrics	  lined	  up	  single	  file	  

lines	  across	  my	  kitchen	  table	  and	  titled	  it,	  How	  Do	  I	  Collect	  a	  Cry?	  	  Dwelling	  in	  a	  more	  creative	  

space	  to	  consider	  my	  tears,	  I	  took	  my	  collection	  of	  handkerchiefs	  into	  the	  physical	  space	  of	  the	  

Texas	  Fashion	  Collection.	  	  I	  dragged	  a	  dress	  form	  into	  the	  middle	  of	  the	  collection	  racks,	  into	  the	  

space	  where	  the	  story	  lines	  of	  my	  curatorial	  ways	  of	  being	  were	  first	  shaped,	  and	  I	  created	  a	  

pleated	  skirt,	  and	  titled	  it	  Skirting	  the	  Issue.	  	  I	  wanted	  to	  make	  a	  garment	  rhizomatically,	  in	  lines	  

of	  flight,	  “whirling	  skirts	  of	  pleated	  texts”	  (Richardson,	  2000,	  p.	  163)	  as	  part	  of	  my	  rhizoanalysis.	  	  

I	  pinned	  each	  of	  my	  handkerchiefs	  onto	  the	  dress	  form,	  enfolding	  one	  into	  the	  next,	  until	  a	  skirt	  

silhouette	  was	  realized.	  	  Like	  Richardson	  (2000),	  I	  wondered,	  “When	  does	  a	  project	  start?	  	  

When	  is	  it	  finished?”	  (p.	  162).	  	  The	  whole	  process	  took	  only	  a	  few	  minutes,	  but	  I	  had	  arrived	  

back	  where	  I	  started,	  forever	  changed.	  I	  took	  photographs	  of	  the	  pleated	  skirt,	  and	  then	  I	  let	  it	  

go.	  	  In	  the	  letting	  go,	  I	  was	  willing	  to	  risk	  de-‐accessioning.	  	  I	  could	  release	  my	  excess.	  Engaging	  in	  

arts-‐based	  inquiry	  became	  a	  transformative	  experience	  for	  me	  as	  a	  researcher	  (Sinner,	  Leggo,	  

Irwin,	  Gouzouasis,	  &	  Grauer,	  2006),	  where	  making	  art	  provided	  the	  tools	  for	  me	  to	  use	  in	  

rupturing	  the	  possibility	  of	  living	  differently	  (St.	  Pierre,	  2000a).	  Thinking	  about	  the	  ruptures	  in	  



	  

143	  
	  

rhizomatic	  ways	  allowed	  for	  “a	  mapping	  of	  potential	  assemblages,	  a	  storying,	  retrieving,	  and	  

linking	  well	  beyond	  a	  tracing	  of	  descriptive	  information”	  (Lather,	  2000,	  p.	  303).	  Thinking	  in	  

rhizomatic	  ways	  allows	  me	  to	  contextualize	  and	  disrupt	  the	  waves	  of	  feminism	  I	  offer	  

throughout	  this	  work.	  I	  realize	  I	  have	  failed	  up	  to	  this	  point	  to	  engage	  reflexively	  to	  connect	  

postfeminist	  thought	  to	  seek	  deeper	  meanings	  in	  my	  practices.	  	  I	  have	  skirted	  around	  the	  

pleated	  text	  of	  the	  fissures	  of	  my	  becoming	  curator	  journey.	  	  

	  

Fail(lure)	  from	  a	  Feminist	  Perspective	  

When	  I	  identified	  myself	  in	  chapter	  three	  as	  a	  white,	  educated,	  straight,	  middle-‐class	  

woman	  who	  was,	  and	  still	  is	  finding	  her	  way,	  I	  did	  not	  fully	  unpack	  the	  ways	  I	  might	  negotiate	  

within,	  across,	  alongside,	  and	  outside	  disparate	  understandings	  of	  feminism(s).	  This	  push	  and	  

pull	  between	  the	  various	  feminist	  waves	  created	  spaces	  and	  renderings	  of	  knowledge	  that	  were	  

vital	  to	  the	  creation	  and	  negotiation	  of	  meaning	  explored	  throughout	  the	  dissertation	  in	  

connection	  to	  my	  pedagogical	  and	  creative	  praxis.	  Catherine	  Belsey	  (2002)	  argues	  meanings	  are	  

lived	  and	  meanings	  control	  us:	  

	  

To	  reproduce	  existing	  meanings	  exactly	  is	  also	  to	  reaffirm	  the	  knowledges	  our	  culture	  
takes	  for	  granted,	  and	  the	  values	  that	  precede	  us—the	  norms,	  that	  is,	  of	  the	  previous	  
generation.	  (p.	  4).	  
	  

I	  appreciate	  Belsey’s	  (2004)	  call	  to	  consider	  the	  norms	  of	  the	  previous	  generation,	  because	  it	  

forces	  me	  to	  recognize	  the	  metaphor	  of	  the	  feminist	  waves	  is	  not	  linear	  or	  chronological.	  	  Each	  
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wave	  does	  not	  represent	  notably	  different	  challenges	  that	  start	  and	  stop	  in	  clear	  ways	  because	  

they	  each	  contain	  opportunities	  to	  interrogate	  feminism,	  struggle,	  and	  social	  change.	  	  In	  

describing	  the	  ways	  we	  might	  understand	  how	  the	  waves	  are	  historically	  grounded,	  Amber	  

Kinser	  (2004)	  argues,	  “We	  cannot	  move	  from	  any	  one	  place	  if	  we	  do	  not	  understand	  how	  and	  

why	  we	  came	  to	  it”	  (p.	  141).	  Kinser	  (2004)	  challenges	  women	  to	  find	  a	  place	  for	  themselves	  in	  

the	  feminist	  landscape	  that	  attunes	  to	  second-‐wave	  consequences,	  third-‐wave	  phenomenon,	  

and	  postfeminist	  outcomes,	  while	  cautioning	  that	  the	  goal	  is	  not	  carefully	  outlining	  the	  

differences	  between	  waves,	  but	  rather	  calling	  for	  projects	  that	  enable	  researchers	  to	  answer	  

questions	  that	  need	  to	  be	  asked	  and	  to	  do	  the	  work	  that	  needs	  to	  be	  done	  for	  goals	  of	  

weakening	  the	  patriarchy	  and	  liberating	  women	  (Kinser,	  2004).	  One	  of	  the	  critical	  features	  of	  

this	  dissertation	  catalogue	  is	  the	  use	  of	  narrative	  to	  negotiate	  my	  space	  as	  a	  curator,	  artist,	  

researcher,	  and	  teacher,	  but	  I	  have	  to	  go	  further	  to	  disrupt	  the	  waves	  or	  to	  actually	  make	  them	  

crash	  into	  my	  ways	  of	  knowing.	  	  Kinser	  (2004)	  concurs	  research	  may	  use,	  “[n]arrative	  for	  

exploring	  how	  it	  feels	  to	  live	  a	  feminist	  life,	  how	  feminism	  informs	  and	  complicates	  one’s	  sense	  

of	  identity,	  and	  how	  one	  stabilizes	  that	  identity	  while	  being	  knocked	  about	  by	  postfeminist	  and	  

backlash	  forces”	  (p.	  137).	  	  Simultaneously,	  Kinser	  (2004)	  cautions	  if	  feminist	  fail	  to	  articulate	  a	  

voice	  that	  distinguishes	  the	  characteristics	  of	  the	  waves,	  the	  consequence	  may	  be	  a	  “false”	  or	  

“weak”	  feminism	  (p.	  142).	  	  As	  she	  asserts	  everything	  cannot	  be	  feminism,	  Kinser	  (2004)	  posits,	  

“My	  point	  is	  not	  one	  about	  silencing	  others,	  but	  one	  about	  negotiating	  spaces	  in	  ways	  that	  help	  

clarify	  which	  utterances	  belong	  fighting	  other	  battles	  outside	  of,	  perhaps,	  alongside,	  feminism”	  
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(p.	  145).	  The	  opportunity	  to	  distinguish	  between	  feminism	  and	  feminist	  acts	  allows	  me	  to	  think	  

about	  the	  waves	  and	  how	  I	  have	  and	  haven’t	  unpacked	  all	  of	  my	  assumptions,	  listened	  for	  

silences,	  located	  gaps,	  and	  attuned	  to	  difference	  in	  my	  work.	  	  I	  am	  still	  living	  in	  the	  margins	  as	  a	  

feminist	  trying	  to	  find	  my	  way	  and	  the	  ways	  my	  voice	  might	  add	  to	  the	  dialogue.	  Thinking	  about	  

dwelling	  in	  the	  margins	  and	  confronting	  struggle	  and	  social	  change,	  Kinser	  (2004)	  challenges	  

feminists	  to	  begin	  	  “[f]iguring	  out	  how	  our	  own	  voices	  fit	  into	  the	  current	  dialogue,	  as	  well	  as	  

what	  new	  conversations	  we	  can	  start	  and	  who	  will	  make	  the	  most	  useful	  contributions	  to	  those	  

conversations”	  (p.	  147).	  	  

	   I	  recognize	  I	  have	  been	  reproducing	  meanings	  in	  my	  work,	  privileging	  my	  truth	  or	  

discourse	  over	  others.	  	  Adetty	  Pérez	  Miles	  (2012)	  uses	  dialogue	  as	  a	  device	  in	  her	  pedagogy	  and	  

curriculum,	  to	  confront	  oppressive	  ideologies	  or	  norms	  within	  the	  classroom.	  	  In	  this	  

dissertation	  catalogue,	  at	  times,	  I	  have	  unintentionally	  offered	  the	  reader	  a	  discourse	  of	  

privileged	  dialogue	  as	  a	  definitive	  or	  authoritative	  truth	  without	  examining	  the	  context	  and	  

meaning	  of	  my	  words	  (Belsey,	  2002;	  Kinser,	  2004;	  Pérez	  Miles,	  2012).	  	  As	  I	  work	  to	  unpack	  the	  

feminist	  theory	  in	  my	  dissertation,	  I	  realize	  the	  existing	  meanings	  of	  domesticity,	  nurturing,	  and	  

dependence	  have	  shaped	  where	  I	  have	  been,	  but	  I	  also	  recognize	  the	  potentiality	  of	  the	  ways	  

poststructuralism	  might	  allow	  meanings	  to	  rub	  up	  against	  each	  other.	  	  Belsey	  (2002)	  offers	  a	  

definition—“Poststructualism	  names	  a	  theory,	  or	  a	  group	  pf	  theories	  concerning	  the	  

relationship	  between	  human	  beings,	  the	  world,	  and	  the	  practice	  of	  making	  and	  reproducing	  

meanings”	  (p.	  5).	  	  In	  poststructuralism,	  the	  meanings	  of	  my	  dress	  stories	  can	  be	  challenged	  and	  
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changed	  (Belsey,	  2002;	  Kinser,	  2004;	  Pérez	  Miles,	  2012).	  I	  appreciate	  Pérez	  Miles’	  (2012)	  

reflection,	  “Authoritative	  discourse,	  no	  matter	  how	  well	  intentioned,	  produces	  inflexible	  

boundaries	  between	  the	  discourse	  of	  the	  speaker	  and	  the	  discourse	  of	  others”	  (p.	  121).	  I	  realize	  

that	  in	  presenting	  my	  dress	  stories,	  my	  words	  are	  interconnected	  with	  the	  words	  of	  others,	  

they	  are	  not	  value-‐free.	  Pérez	  Miles	  (2012)	  challenges	  educators	  to	  make	  space	  for	  discourses	  

that	  challenge	  dominant	  ideology	  as	  a	  process	  to	  interrogate	  our	  practice:	  

	  

[a]uthoring	  student	  perspectives	  and	  decentering	  authority	  do	  not	  mean	  shying	  away	  
from	  asking	  hard	  questions,	  analyzing	  controversial	  topics,	  or	  challenging	  social	  
practices	  complicit	  with	  oppressive	  norms.	  	  In	  fact,	  doing	  so	  is	  necessary	  to	  stimulate	  
learning	  environments	  that	  forge	  connections	  and	  relationships	  across	  difference	  in	  
which	  multiple	  worldviews	  and	  differing	  perspectives	  are	  understood	  and	  valued.	  (p.	  
120)	  
	  
	  

The	  dialogue	  I	  offer	  in	  the	  dress	  stories	  stitched	  throughout	  the	  dissertation	  were	  written	  in	  

2012	  for	  the	  Dress	  Stories	  exhibition	  and	  I	  kept	  them	  as	  they	  were	  originally	  offered	  to	  the	  

visitors	  for	  the	  reader	  to	  see	  the	  spaces	  where	  I	  failed	  to	  mark	  issues	  of	  social	  class.	  Returning	  

to	  these	  stories	  after	  the	  exhibition	  closed,	  I	  realize	  now	  I	  silenced	  the	  Other	  and	  missed	  the	  

opportunities	  to	  be	  more	  reflexive,	  “giving	  voice”	  to	  others	  as	  I	  work	  to	  enact	  feminism	  in	  this	  

work.	  Leila	  Villaverde	  (2008)	  notes,	  “Pedagogy	  sits	  at	  the	  intersection	  of	  understanding	  the	  

systems	  of	  oppression,	  one’s	  location	  within	  these,	  and	  one’s	  agency	  in	  negotiating	  such	  

experiences”	  (pp.	  128-‐129).	  	  Moreover,	  critical	  and	  poststructural	  pedagogy	  alerts	  us	  to	  the	  

ways	  power	  operates	  within	  cultural,	  historical,	  social,	  and	  educational	  systems	  (Villaverde,	  
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2008).	  The	  challenge	  becomes	  how	  education	  might	  lead	  to	  change	  and	  nurture	  critical	  

consciousness	  in	  order	  to	  figure	  out	  the	  relevance	  of	  theory	  in	  our	  everyday	  practice.	  	  “The	  

deciphering	  process	  is	  not	  easy	  as	  each	  student	  rethinks,	  resists,	  and	  constructs	  his	  or	  her	  

understanding”	  (p.	  130).	  I	  had	  to	  continue	  to	  read,	  discuss,	  and	  learn	  to	  be	  more	  reflexive	  in	  my	  

feminism.	  Villaverde	  (2008)	  adds:	  

	  

Thinking	  is	  a	  process.	  	  Transformation	  is	  a	  process.	  	  And	  these	  processes	  are	  circuitous,	  
not	  linear	  or	  progressive	  in	  time	  and	  sequence;	  they	  take	  time,	  and	  sometimes	  painful	  
insights	  ensue,	  creating	  small	  and	  drastic	  changes.	  (p.	  132)	  

	  

This	  returns	  me	  to	  thinking	  about	  the	  feminist	  waves	  as	  being	  non-‐linear	  and	  the	  insights	  I	  have	  

gained	  in	  riding	  them.	  	  Crashing	  the	  waves	  means	  moving	  beyond	  myself	  as	  a	  feminist,	  to	  think	  

more	  deeply	  about	  myself	  in	  relation	  to	  others.	  Villaverde	  (2008)	  questions,	  “How	  does	  what	  

learners	  read	  affect	  their	  thinking	  and	  feeling	  about	  others	  and	  about	  who	  they	  are	  or	  are	  made	  

out	  to	  be	  in	  the	  multiple	  contexts	  they	  navigate	  on	  a	  daily	  basis”	  (p.	  133).	  	  	  I	  can	  begin	  to	  

contextualize	  and	  recontextualize	  social	  class	  differently	  now	  that	  I	  have	  taken	  more	  time	  to	  

allow	  for	  change.	  

	   I	  am	  privileged	  and	  implicated	  in	  this	  inquiry.	  	  As	  the	  reader,	  you	  have	  already	  

encountered	  some	  of	  my	  stories	  and	  more	  will	  come	  throughout	  the	  catalogue.	  	  I	  invite	  you	  to	  

be	  mindful	  of	  the	  ways	  I	  point	  to	  issues	  of	  social	  class	  in	  my	  narratives	  as	  you	  move	  through	  

these	  pages.	  When	  I	  recount	  the	  story	  of	  working	  as	  intern	  at	  the	  Smithsonian	  Institution	  on	  

the	  First	  Ladies	  exhibition,	  it	  marks	  my	  privilege.	  When	  I	  chart	  the	  story	  of	  my	  early	  curating	  of	  
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haute	  couture	  dresses	  from	  the	  Texas	  Fashion	  Collection,	  it	  marks	  my	  privilege.	  	  When	  I	  

describe	  working	  at	  Laura	  Ashley	  and	  wearing	  Laura	  Ashley	  dresses,	  albeit	  purchased	  at	  an	  

employee	  discount;	  when	  I	  show	  readers	  formal	  portraits	  I	  had	  taken	  of	  myself	  and	  my	  

daughter	  wearing	  our	  special	  clothing	  purchased	  for	  special	  occasions;	  when	  I	  note	  both	  my	  

grandmother	  and	  I	  wore	  formal	  dresses	  made	  or	  purchased	  for	  our	  music	  recitals;	  when	  I	  boast	  

that	  several	  of	  my	  daughter’s	  dresses	  came	  from	  Neiman	  Marcus,	  it	  marks	  my	  privilege.	  	  When	  I	  

retell	  the	  story	  of	  my	  mother-‐in-‐law	  having	  the	  opportunity	  to	  purchase	  her	  wedding	  dress	  at	  

Neiman	  Marcus	  but	  instead	  albeit	  nervously,	  allowing	  her	  future	  mother-‐in-‐law	  to	  sew	  her	  

dress,	  it	  marks	  privilege.	  When	  I	  share	  the	  story	  of	  my	  grandfather	  purchasing	  my	  mother’s	  

wedding	  dress	  at	  Dayton’s	  department	  store	  and	  when	  I	  describe	  my	  opportunities	  to	  get	  

dressed-‐up	  to	  attend	  a	  fundraising	  gala	  for	  my	  daughter’s	  private	  preschool,	  museum	  exhibition	  

openings	  and	  leisure	  class	  events,	  it	  marks	  my	  privilege.	  When	  I	  recount	  how	  clothing	  was	  

saved	  and	  handed	  down	  from	  generations	  of	  women	  in	  my	  family	  and	  didn’t	  interrogate	  the	  

differences	  between	  things	  handed	  down	  and	  hand-‐me-‐downs,	  it	  marks	  my	  privilege.	  When	  I	  

note	  that	  my	  graduation	  dress	  was	  expensive,	  my	  prom	  dress	  was	  a	  significant	  purchase,	  my	  

wedding	  shoes	  cost	  $100,	  and	  that	  I	  hired	  a	  notable	  Dallas	  fashion	  designer	  to	  create	  my	  

wedding	  dress—these	  are	  all	  stories	  of	  my	  privilege.	  Interestingly,	  when	  I	  wrote	  these	  stories	  in	  

2012,	  I	  did	  not	  realize	  I	  was	  addressing	  social	  class,	  by	  not	  addressing	  my	  privilege	  in	  my	  

narratives.	  I	  was	  so	  focused	  on	  offering	  my	  lived	  experiences	  in	  my	  clothing,	  I	  did	  not	  consider	  

the	  ways	  I	  was	  not	  engaging	  with	  the	  Other	  and	  their	  clothing.	  These	  were	  my	  dress	  stories,	  but	  
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in	  inadvertently	  glossing	  over	  and	  neglecting	  important	  social	  class	  issues	  imbued	  within	  them,	  I	  

was	  not	  listening	  for	  other’s	  stories	  in	  relation	  to	  mine.	  	  

	   I	  recognize	  I	  was	  privileging	  my	  truth	  and	  dominant	  discourse	  over	  another	  (Pérez	  Miles,	  

2012).	  	  Pérez	  Miles	  (2012)	  questions	  our	  responsibility	  to	  not	  passively	  listen	  to	  voices	  that	  

perpetuate	  oppressive	  ideology,	  calling	  for	  educators	  to	  bear	  witness	  to	  marginalized	  voices	  of	  

the	  poor,	  working	  class,	  people	  of	  color,	  and	  women.	  	  In	  retrospect,	  when	  I	  look	  in	  the	  margins	  

of	  my	  curator,	  artist,	  researcher,	  and	  teacher	  spaces,	  I	  can	  now	  find	  examples	  of	  potential	  

opportunities	  to	  critically	  engage.	  	  Skirting	  a	  pleated	  text	  allows	  me	  to	  critically	  feel	  the	  

reverberations	  of	  what	  was	  lost	  and	  found	  in	  the	  findings	  of	  my	  study.	  

When	  I	  first	  unpacked	  hoarding	  at	  the	  start	  of	  this	  inquiry,	  I	  failed	  to	  consider	  the	  ways	  

collecting	  impacts	  social	  class.	  Steketee	  and	  Frost	  (2011)	  assert	  that	  hoarding	  crosses	  class	  

margins	  and	  for	  the	  six	  million	  Americans	  effected	  by	  the	  syndrome,	  both	  the	  wealthy	  and	  the	  

extreme	  poor	  hoard	  possessions.	  	  They	  describe	  wealthy	  hoarders	  like	  mother	  and	  daughter,	  

Edith	  and	  Edie	  Bouvier	  Beale	  who	  lived	  in	  an	  East	  Hampton	  mansion	  called	  Grey	  Gardens	  that	  

would	  eventually	  be	  condemned	  for	  its	  unlivable	  state	  in	  contrast	  to	  stories	  of	  people	  growing	  

up	  with	  so	  little	  that	  hoarding	  was	  a	  compensation	  device	  for	  living	  differently	  by	  acquiring	  

massive	  amounts	  of	  stuff.	  	  Even	  on	  television	  programs	  like	  Hoarders	  and	  Hoarding:	  Buried	  

Alive,	  the	  case	  studies	  of	  people	  who	  collect	  unmanageable	  amounts	  of	  belongings	  include	  

stories	  of	  wealthy,	  middle	  class,	  and	  poor	  people	  all	  struggling	  to	  dig	  their	  way	  out	  of	  their	  

collections.	  	  
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	   I	  have	  to	  account	  for	  the	  fact	  that	  while	  I	  offer	  readers	  a	  story	  of	  thinking	  through	  my	  

mothers	  in	  my	  inquiry,	  this	  work	  does	  not	  think	  through	  all	  mothers.	  It	  is	  the	  story	  of	  six	  

generations	  of	  mothers	  from	  my	  privileged	  point	  of	  view.	  	  It	  is	  a	  story,	  but	  it	  is	  not	  the	  story.	  In	  

an	  inquiry	  that	  positions	  the	  importance	  of	  clothing	  in	  my	  identity	  construction,	  then	  where	  in	  

the	  work	  do	  I	  unpack	  the	  reality	  of	  those	  who	  actually	  construct	  the	  clothing	  I	  trouble?	  	  What	  of	  

the	  garment	  industry	  that	  perpetuates	  the	  unfair	  treatment	  of	  women,	  men,	  and	  children	  who	  

are	  forced	  to	  work	  in	  deplorable	  conditions	  around	  the	  world	  to	  meet	  the	  supply	  and	  demand	  

of	  our	  dress	  desires?	  	  Who	  are	  the	  women,	  men,	  and	  children	  and	  what	  are	  the	  stories	  of	  their	  

practice	  sewing	  clothing	  for	  low	  wages	  in	  unsafe	  environments	  in	  the	  face	  of	  violence	  and	  

inhumane	  treatment?	  	  I	  work	  to	  unpack	  my	  practices	  as	  a	  curator,	  artist,	  researcher,	  and	  

teacher	  in	  this	  inquiry,	  but	  I	  have	  not	  fully	  unpacked	  the	  social	  class	  issues	  of	  women	  and	  their	  

work	  in	  a	  larger	  system	  that	  reproduces	  meanings	  that	  control	  us	  and	  define	  values	  and	  norms	  

in	  our	  culture.	  In	  chapter	  four,	  I	  offer	  readers	  a	  long	  list	  of	  curatorial	  practices	  I	  performed	  in	  

the	  curating	  of	  the	  Dress	  Stories	  exhibition.	  I	  assert	  that	  I	  was	  forced	  to	  perform	  the	  labor	  of	  

doing	  curating—even	  cleaning	  the	  gallery,	  emptying	  the	  trash,	  and	  mopping	  the	  floor.	  I	  am	  

suddenly	  the	  Other	  sharing	  the	  work	  in	  this	  list	  of	  work	  tasks.	  I	  invite	  you	  as	  a	  reader	  when	  you	  

arrive	  at	  the	  list,	  to	  consider	  what	  it	  means	  for	  me	  to	  describe	  myself	  as	  a	  worker,	  a	  laborer	  in	  

those	  practices.	  	  How	  might	  I	  position	  or	  reposition	  myself	  as	  a	  laborer	  who	  cleans	  as	  a	  curator	  

beside	  and	  between	  other	  voices	  of	  women	  who	  work	  as	  cleaners?	  	  What	  are	  the	  implications	  
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for	  poststructual	  feminist	  analysis	  if	  I	  were	  to	  re-‐work	  what	  my	  working	  means	  in	  these	  

margins?	  	  

At	  the	  beginning	  of	  the	  inquiry,	  I	  assume	  I	  am	  not	  like	  the	  women	  whose	  clothing	  I	  have	  

curated	  in	  my	  past.	  When	  I	  curated	  the	  Haute	  Couture	  exhibition,	  I	  included	  a	  dress	  that	  

originally	  cost	  more	  than	  $35,000	  and	  was	  worn	  only	  one	  time.	  	  I	  couldn’t	  see	  my	  lived	  

experience	  relating	  to	  the	  experiences	  of	  the	  wealthy	  women	  represented	  in	  the	  exhibition	  

who	  could	  afford	  to	  dress	  in	  such	  lavish	  clothing.	  	  I	  felt	  I	  was	  the	  Other	  in	  relation	  to	  them.	  	  But	  

by	  the	  end	  of	  this	  inquiry,	  when	  I	  eventually	  donate	  my	  Laura	  Ashley	  clothing	  to	  the	  Texas	  

Fashion	  Collection,	  I	  too	  enact	  my	  privilege	  as	  a	  donor.	  	  While	  my	  entire	  gift	  to	  the	  collection	  is	  

only	  valued	  at	  $3,500—	  in	  relation	  to	  the	  Other,	  my	  collection	  still	  constitutes	  my	  privilege.	  

Moreover,	  as	  I	  think	  about	  the	  ways	  I	  reproduce	  myself	  in	  the	  remainder	  of	  this	  chapter,	  I	  

realize	  as	  a	  costume	  curator,	  I	  am	  constantly	  perpetuating	  the	  fashion	  industry—where	  social	  

class,	  commodity,	  and	  clothing	  require	  more	  questions	  of	  our	  consumer	  culture.	  	  I	  also	  question	  

who	  even	  gets	  to	  curate	  clothing	  in	  relation	  to	  feminism	  and	  activism?	  	  When	  Myra	  Walker	  and	  

I	  curate	  exhibitions	  for	  the	  Texas	  Fashion	  Collection,	  are	  we	  persuading	  visitors	  to	  change	  their	  

beliefs	  about	  the	  fashion	  industry	  or	  emancipating	  women	  from	  their	  clothing?	  	  And	  is	  that	  

what	  poststructuralism	  calls	  us	  to	  do	  in	  our	  pedagogy?	  These	  are	  significant	  questions	  as	  I	  am	  

still	  becoming	  as	  an	  emerging	  feminist	  curator.	  	  Villaverde	  (2008)	  reminds	  us,	  

“Poststructuralism	  as	  a	  social	  theoretical	  position	  offers	  deconstruction	  as	  a	  vital	  tool	  in	  peeling	  
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away	  layers	  of	  competing	  tensions	  and	  knowledge	  claims”	  (p.	  129).	  I	  have	  to	  keep	  peeling	  away	  

the	  clutter	  in	  my	  messy	  transformation	  as	  a	  feminist	  curator.	  
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Chapter	  7	  

In	  Uncaring—I	  am	  Free	  

	  

Filled	  with	  the	  Good	  of	  Care	  
	  

This	  inquiry	  began	  with	  my	  maps	  into	  curatorial	  ways	  of	  knowing	  and	  continues	  by	  

mapping	  future	  journeys	  for	  the	  field	  of	  art	  education	  to	  engage	  in	  curating	  and	  caring	  in	  

meaningful	  ways.	  	  As	  I	  imagine	  the	  implications	  for	  the	  field,	  I	  return	  to	  my	  curatorial	  ways	  of	  

being.	  	  If	  curating	  means	  to	  “care	  for,”	  then	  mapping	  a	  cartography	  of	  becoming	  curating	  

requires	  a	  new	  kind	  of	  care	  theory	  in	  relation	  to	  the	  ways	  we	  care	  for	  collecting	  ourselves.	  	  Aoki	  

(Pinar	  &	  Irwin,	  2005)	  posits:	  

Teaching	  is	  truly	  pedagogic	  if	  the	  leading	  grows	  out	  of	  this	  care	  that	  inevitably	  is	  filled	  
with	  the	  good	  of	  care.	  	  Teaching	  then,	  is	  a	  tactful	  leading	  that	  knows	  and	  follows	  the	  
pedagogic	  good	  in	  a	  caring	  situation.	  (p.	  191)	  
	  
	  

Thinking	  about	  caring	  for	  in	  pedagogic	  ways	  requires	  a	  closer	  look	  at	  who	  is	  a	  curator	  and	  why	  

does	  caring	  for	  matter?	  Are	  we	  to	  assert	  that	  everyone	  is	  a	  curator,	  that	  everyone	  has	  the	  

power	  to	  curate?	  	  Ruitenberg	  (2015)	  suggests	  curating	  in	  the	  21st	  century	  should	  attune	  to	  

contemporary	  art	  curating	  and	  not	  the	  historical	  sense	  of	  curating	  as	  care-‐taking	  and	  caring	  for	  

objects.	  	  But	  I	  disagree.	  	  I	  think	  21st	  century	  curating	  should	  include	  conversations	  of	  both	  
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traditional	  and	  contemporary	  curatorial	  practices.	  	  Before	  we	  name	  our	  students	  and	  visitors	  as	  

curators	  who	  filter	  and	  frame	  information,	  we	  need	  to	  allow	  for	  spaces	  to	  address	  caring	  for	  

objects	  as	  curators	  in	  our	  curriculums	  of	  practice.	  

Thinking	  through	  curating	  as	  a	  discipline	  is	  not	  a	  new	  idea	  for	  me.	  	  In	  the	  ‘90s,	  I	  was	  a	  

graduate	  student	  researcher	  and	  intern	  at	  the	  North	  Texas	  Institute	  for	  Educators	  on	  the	  Visual	  

Arts	  (NTIEVA),	  one	  of	  the	  six	  regional	  institute	  consortia	  of	  The	  Getty	  Education	  Institute	  for	  the	  

Arts	  charged	  with	  disseminating	  discipline-‐based	  art	  education’s	  comprehensive	  approaches	  for	  

transforming	  teaching,	  understanding,	  and	  making	  art	  (Wilson,	  1997).	  In	  my	  work	  at	  the	  

National	  Center	  for	  Art	  Museum/School	  Collaborations—the	  specialty	  program	  of	  the	  NTIEVA—

we	  approached	  teaching	  about	  art	  through	  the	  four	  disciplines	  of	  art	  production,	  art	  history,	  art	  

criticism,	  and	  aesthetics	  (Smith,	  1989;	  Wilson,	  1997).	  	  The	  NTIEVA	  staff	  modeled	  how	  

professionals	  worked	  in	  and	  through	  the	  four	  disciplines	  while	  challenging	  classroom	  teachers	  

and	  students	  to	  also	  work	  as	  artist,	  art	  historian,	  art	  critic,	  and	  aesthetician.	  	  I	  wonder	  if	  my	  

interest	  in	  asking	  teachers,	  students,	  and	  museum	  visitors	  to	  think	  through	  the	  discipline	  of	  

curating	  and	  to	  assume	  the	  role	  of	  curator	  was	  in	  fact	  shaped	  by	  my	  time	  at	  working	  at	  NTIEVA	  

and	  the	  multiple	  roles	  art	  educators	  were	  encouraged	  to	  take	  on.	  	  But	  what	  might	  the	  

possibilities	  be	  to	  think	  of	  curating	  in	  undisciplined	  ways?	  	  	  
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I	  look	  again	  at	  my	  curator	  t-‐shirt	  and	  I	  don’t	  feel	  like	  a	  superhero	  curator	  anymore.	  	  

Throughout	  this	  inquiry,	  I	  have	  found	  myself	  uncertain,	  vulnerable,	  and	  wounded.	  	  I	  am	  anxious	  

giving	  up	  my	  certainty	  of	  knowing	  as	  a	  curator.	  	  As	  a	  superhero	  curator,	  my	  kryptonite	  has	  been	  

the	  water	  throughout	  this	  inquiry.	  I	  have	  not	  just	  been	  scared	  of	  the	  water,	  I	  have	  been	  afraid	  

of	  the	  water—the	  amniotic	  fluid	  gushing	  between	  my	  legs,	  the	  gallery	  ceiling	  leaking,	  and	  of	  my	  

own	  crying.	  	  Superheroes	  are	  not	  supposed	  to	  cry.	  	  But	  I	  was	  not	  too	  big	  to	  fail	  as	  a	  curator.	  

My	  crying	  allowed	  for	  the	  possibilities	  for	  other	  openings.	  	  In	  these	  openings,	  I	  began	  to	  

find	  what’s	  been	  lost	  along	  the	  way.	  My	  tears	  came	  in	  the	  most	  vulnerable	  moments	  of	  my	  

transformation.	  	  Through	  caring	  and	  crying,	  I	  was	  forced	  to	  feel	  the	  wounds	  of	  my	  becoming	  

curator.	  Kind	  (2006)	  calls	  for	  educators	  to	  hold	  their	  wounds	  and	  failings	  and	  allow	  them	  to	  

speak.	  Becoming	  curator	  allowed	  me	  to	  feel	  my	  wounds,	  to	  collect	  and	  recollect	  my	  cries,	  to	  

hold	  and	  let	  go.	  	  I	  think	  about	  my	  original	  photovoice	  assignment	  when	  I	  documented	  my	  

handkerchief	  collection	  and	  how	  these	  pieces	  of	  cloth	  have	  held	  my	  tears,	  the	  tears	  that	  

came—when	  I	  first	  heard	  a/r/tography’s	  call,	  when	  I	  laid	  out	  the	  web	  of	  infant	  clothing	  

spanning	  multi-‐generations	  of	  mothers	  in	  my	  family,	  when	  I	  released	  my	  excess	  to	  create	  the	  

Closet	  of	  Curiosities,	  when	  I	  discovered	  and	  recovered	  from	  the	  gallery	  flood,	  and	  when	  I	  

ruptured	  the	  membranes	  of	  my	  prom	  dress.	  Each	  of	  these	  profound	  moments	  were	  done	  
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through	  my	  tears—in	  the	  moments	  that	  I	  began	  to	  think	  about	  curriculum	  and	  pedagogy	  in	  

vulnerable	  ways.	  	  I	  began	  to	  reconsider	  the	  ways	  I	  find	  and	  keep,	  lose	  and	  weep	  in	  my	  work	  and	  

why	  these	  vulnerable	  moments	  matter.	  Kind	  (2006)	  posits,	  “[t]o	  hear	  curriculum	  in	  a	  new	  key	  

we	  are	  obligated	  first	  to	  listen”	  (p.	  159).	  	  I	  would	  add,	  to	  curate	  curriculum	  in	  a	  new	  key	  we	  are	  

obligated	  first	  to	  care.	  	  	  

	  

Dwelling	  on	  Care	  a	  Little	  Longer	  

Stinson	  (2008)	  suggests	  there	  are	  connections	  between	  curating	  and	  curriculum	  

development	  in	  that	  educators	  curate	  curriculum	  rather	  than	  create	  it,	  selecting	  some	  elements	  

and	  discarding	  others	  to	  create	  new	  ways	  of	  experiencing	  and	  seeing	  material.	  I	  agree	  but	  take	  

the	  curatorial	  further	  by	  troubling	  the	  notion	  of	  caring	  in	  order	  to	  experience	  and	  see	  material	  

objects	  in	  meaningful	  ways—that	  objects	  are	  imbued	  with	  curricular	  and	  pedagogical	  

potentiality.	  	  As	  I’ve	  articulated	  in	  these	  pages	  through	  image	  and	  word,	  caring	  for	  objects	  

starts	  at	  home—their	  curricula	  work	  on	  us	  across	  sites	  and	  time.	  My	  childhood	  dwelling	  in	  

Paula’s	  home	  informs	  and	  grounds	  my	  living,	  curating,	  and	  teaching.	  	  My	  museum	  home	  

informs	  my	  living.	  My	  hospital	  home	  informs	  my	  living.	  But	  curating	  informs	  my	  living	  too	  as	  it	  
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provides	  a	  mode	  of	  discernment,	  connection,	  categorization,	  (re)presentation,	  archive,	  material	  

narrative,	  and	  reproduction	  that	  makes	  meaning	  of	  my	  living	  in	  ways	  that	  parallel	  curriculum.	  

The	  lessons	  in	  the	  threaded	  objects	  and	  my	  choices	  of	  care	  for	  them	  leave	  their	  traces	  

on	  my	  life	  past,	  present,	  and	  future.	  	  There	  are	  objects	  in	  my	  collections	  at	  home	  that	  I	  keep	  

stored	  away	  in	  archival	  tissue	  paper	  and	  acid	  free	  boxes.	  	  But	  there	  are	  also	  items	  that	  I	  touch	  

and	  use	  in	  non-‐archival	  ways.	  	  My	  daughter	  plays	  dress-‐up	  with	  some	  of	  the	  clothing	  and	  

accessories	  in	  my	  collection	  of	  stuff.	  Outside	  of	  Elizabeth’s	  bedroom,	  I	  created	  a	  play	  room	  to	  

store	  a	  collection	  of	  clothing	  for	  her	  to	  use	  in	  her	  creative	  play.	  I	  like	  how	  the	  racks	  of	  clothing	  

and	  tubs	  of	  accessories	  remind	  me	  of	  the	  storage	  facility	  for	  the	  Texas	  Fashion	  Collection.	  

I	  realize	  I	  can’t	  care	  for	  every	  object	  I	  own	  as	  a	  curator	  and	  how	  uncaring	  of	  myself	  and	  

the	  ones	  I	  love	  that	  might	  become.	  	  I	  am	  willing	  to	  use	  and	  even	  abuse	  some	  of	  my	  collections	  

in	  (un)caring	  acts	  that	  rupture	  outmoded	  priorities	  and	  reignite	  curating	  as	  an	  active	  mode	  of	  

re/deconstruction	  for	  me.	  	  I	  have	  to	  make	  decisions	  about	  which	  objects	  are	  significant	  and	  

which	  ones	  are	  not,	  or	  rather,	  which	  objects	  I	  will	  conserve	  and	  which	  ones	  I	  will	  not—this	  

process	  is	  now	  more	  porous	  as	  my	  objects	  are	  reused	  to	  transform	  today	  instead	  of	  just	  

preserve	  yesterday.	  	  I	  was	  trained	  as	  a	  curator	  to	  care	  about	  objects,	  whether	  they	  are	  mine	  or	  



	  

158	  
	  

someone	  else’s.	  Because	  I	  care,	  I	  can	  care	  about,	  but	  this	  doesn’t	  mean	  that	  in	  caring	  for	  

objects	  the	  objects	  care	  for	  me	  or	  that	  caring	  for	  objects	  on	  their	  own	  is	  a	  caring	  act	  for	  the	  

owner—the	  pull	  towards	  care	  has	  been	  unsettled	  for	  me	  as	  I	  consider	  the	  implications	  of	  why	  I	  

care.	  	  	  

Again,	  the	  waves	  of	  feminism	  wash	  over	  me	  and	  begin	  to	  wash	  away	  my	  cherished	  

things	  and	  roles	  as	  a	  curator	  and	  a	  mother.	  In	  order	  to	  turn	  and	  re-‐turn	  I	  allow	  for	  care	  theory,	  

thinking	  through	  our	  mothers,	  poststructuralism,	  performativity,	  and	  gendered	  failures	  to	  

provoke	  the	  openings	  of	  this	  inquiry.	  My	  mother	  taught	  me	  about	  caring	  for	  collections,	  caring	  

for	  clothing,	  and	  caring	  for	  home.	  But	  traditionally,	  we	  don’t	  address	  this	  kind	  of	  caring	  in	  our	  

schools.	  	  Noddings	  (1984,	  2002a,	  2002b,	  2005,	  2006)	  asks,	  where	  in	  our	  curriculum	  do	  we	  teach	  

the	  history	  of	  motherhood	  and	  address	  the	  caring	  for	  our	  dwellings	  and	  our	  possessions?	  	  

Noddings	  (2006)	  worries	  how	  we	  prevent	  students	  from	  being	  scornful	  of	  homemaking	  and	  the	  

drudgery	  of	  housework	  if	  we	  don’t	  reveal	  the	  realities	  of	  home:	  “I	  mean,	  who’s	  going	  to	  do	  the	  

shit	  work?”	  (Noddings,	  2006,	  p.	  83).	  	  When	  do	  our	  collections	  at	  home	  become	  a	  burden?	  	  Can	  

we	  have	  too	  many	  possessions	  which	  require	  more	  work	  than	  we	  are	  willing	  or	  able	  to	  do	  to	  

care	  for	  our	  belongings?	  I	  am	  also	  drawn	  to	  ask,	  How	  do	  we	  prevent	  curators	  from	  being	  

scornful	  of	  the	  drudgery	  of	  caring	  for	  collections?	  	  Who	  does	  the	  shit	  work	  of	  curating,	  of	  
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cleaning	  up	  the	  messiness	  that	  comes	  with	  caring	  for	  objects	  and	  exhibition	  spaces?	  	  I	  recall	  

being	  called	  to	  the	  gallery	  when	  the	  Dress	  Stories	  exhibition	  flooded,	  of	  moving	  trash	  cans	  to	  

collect	  water	  seeping	  out	  of	  the	  ceiling,	  of	  mopping	  up	  pools	  of	  water	  on	  the	  floor,	  of	  wiping	  

down	  platforms,	  and	  redressing	  the	  damaged	  garments	  I	  care	  deeply	  for	  in	  order	  to	  perform	  

curating	  and	  I	  ask	  how	  those	  practices	  become	  an	  extension	  of	  my	  Self,	  and	  more,	  how	  do	  

these	  practices	  require	  more	  than	  I	  can	  give?	  	  At	  some	  point,	  will	  we	  give	  up	  and	  let	  go	  of	  our	  

possessions?	  	  What	  might	  happen	  in	  spaces	  where	  we	  release	  our	  excess	  and	  shift	  our	  ways	  of	  

being	  in	  relation	  to	  our	  stuff?	  	  Ultimately,	  I	  wonder	  how	  uncaring	  towards	  objects	  might	  be	  an	  

act	  of	  self-‐care?	  

This	  returns	  me	  to	  thinking	  about	  the	  Laura	  Ashley	  dwelling	  and	  the	  home	  I	  attempted	  

to	  create	  as	  an	  extension	  of	  myself	  in	  the	  Dress	  Stories	  exhibition.	  	  In	  fashioning	  a	  room	  of	  my	  

own	  (Woolf,	  1929),	  I	  had	  not	  interrogated	  what	  the	  room	  meant	  to	  my	  work	  as	  a	  curator,	  artist,	  

researcher,	  and	  teacher.	  	  I	  worked	  so	  hard	  to	  dwell	  in	  a	  home	  full	  of	  sweet	  roses	  and	  feminine	  

touches,	  I	  missed	  the	  opportunity	  to	  dwell	  on	  what	  that	  Laura	  Ashley	  home	  signified.	  It	  was	  a	  

means	  of	  covering	  up,	  masking,	  and	  veiling	  my	  understanding	  of	  home.	  	  When	  the	  Dress	  Stories	  

exhibition	  closed,	  I	  was	  able	  to	  finally	  let	  go.	  	  I	  donated	  my	  Laura	  Ashley	  clothes	  to	  the	  Texas	  

Fashion	  Collection.	  	  My	  Laura	  Ashley	  hats	  now	  reside	  in	  an	  archival	  box	  labeled	  number	  175	  
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stacked	  on	  a	  shelf	  along	  the	  back	  wall	  of	  the	  collection’s	  storage	  facility.	  	  The	  clothes	  no	  longer	  

occupy	  space	  in	  my	  dwelling	  and	  now	  dwell	  in	  and	  hang	  amongst	  thousands	  of	  other	  people’s	  

dress	  stories,	  waiting	  to	  be	  used	  by	  and	  for	  other	  researchers.	  	  My	  clothing	  is	  marked	  by	  

accession	  numbers	  2013.007.001	  through	  2013.007.014	  in	  the	  Texas	  Fashion	  Collection’s	  

holdings.	  	  I	  received	  a	  receipt	  of	  gift,	  transferring	  unconditionally	  by	  way	  of	  my	  unrestricted	  gift,	  

all	  rights,	  title,	  and	  interest	  in	  the	  objects.	  	  While	  these	  clothes	  are	  valued	  for	  their	  monetary	  

worth,	  it	  was	  the	  other	  clothing	  in	  the	  exhibition,	  and	  the	  artworks	  I	  created	  after	  the	  exhibition	  

that	  were	  truly	  my	  becoming-‐clothing—the	  clothing	  that	  is	  invaluable	  to	  my	  becoming.	  	  I	  had	  to	  

pause	  my	  inherited	  curatorial	  modes	  of	  care	  through	  intentional	  acts	  of	  uncare	  in	  order	  to	  

reappropriate	  these	  objects	  for	  alternative	  use	  values	  in	  order	  to	  care	  better	  for	  myself	  and	  to	  

reinterpret	  my	  curatorial	  obligations.	  

	  

Modes	  of	  Care	  

The	  field	  of	  art	  education	  asserts	  matter	  matters	  (Bolin	  &	  Blandy,	  2011)	  particularly	  

through	  the	  encouragement	  of	  art	  educators	  to	  take	  up	  teaching	  visual	  culture	  and	  materialism	  

(Duncum,	  2006;	  Freedman,	  2003)	  in	  meaningful	  ways	  and	  interpret	  the	  significance	  of	  the	  

objects	  embedded	  in	  our	  social	  lives	  (Smith-‐Shank,	  2004).	  	  In	  light	  of	  this	  mandate,	  I	  question	  
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how	  might	  curating	  and	  caring	  for	  our	  home	  and	  our	  possessions	  inform	  our	  practice	  as	  

curators,	  artists,	  researchers,	  and	  teachers?	  What	  are	  the	  objects	  in	  our	  homes	  that	  become	  an	  

extension	  of	  our	  self	  and,	  more	  importantly,	  how	  do	  we	  teach	  our	  children	  and	  students	  to	  care	  

for	  and	  cherish	  those	  objects	  in	  ways	  that	  might	  invite	  modes	  of	  care	  for	  the	  self	  and	  other?	  	  

“We	  consider	  the	  house	  a	  physical	  place,	  together	  with	  its	  objects	  in	  well-‐studied	  encounters	  

with	  objects,	  children	  learn	  from	  cherishing”	  (Noddings,	  2002b,	  p.	  150).	  	  I	  argue	  the	  possessions	  

I	  collect,	  display,	  and	  care	  for	  in	  my	  home	  are	  the	  very	  possessions	  that	  construct	  my	  identity	  as	  

curator,	  artist,	  researcher,	  and	  teacher.	  Correspondingly,	  I	  could	  state	  that	  what	  I	  cherish	  in	  my	  

curricular	  and	  pedagogical	  decisions	  as	  an	  art	  educator	  reflect	  my	  historical	  and	  becoming	  

identities.	  I	  am	  constantly	  forced	  to	  decide	  what	  of	  the	  clutter	  to	  keep	  and	  what	  to	  release	  from	  

my	  home,	  just	  as	  I	  am	  continually	  shifting	  through	  my	  curricular	  priorities.	  “Is	  it	  an	  object	  to	  be	  

treasured	  or	  discarded?	  	  Studied	  or	  ignored?	  Given	  a	  unique	  place	  or	  replaced	  by	  a	  duplicate?”	  

(Noddings,	  2002b,	  p.	  163).	  	  How	  do	  we	  learn	  to	  care	  for	  objects	  and	  more	  importantly	  how	  to	  

select	  which	  items	  to	  cherish?	  	  “Children	  learn	  to	  care	  for	  things	  as	  they	  watch	  adults	  exercise	  

care	  and	  are	  invited	  to	  participate	  in	  care	  taking”	  (Noddings,	  2002b,	  p.	  165).	  Again,	  curricular	  

and	  pedagogical	  acts	  do	  the	  same—students	  value	  what	  we	  teach	  them,	  ignore	  what	  we	  

ignore,	  and	  in	  this	  way	  education,	  like	  curating,	  is	  about	  a	  limiting	  of	  the	  possible.	  
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I	  learned	  to	  care	  for	  things	  as	  a	  child	  in	  living	  in	  Paula’s	  home	  and	  later	  I	  learned	  to	  care	  

for	  things	  in	  a	  museum	  while	  I	  implied	  what	  students	  should	  care	  for	  as	  an	  art	  and	  art	  museum	  

educator.	  “In	  turn,	  encounters	  with	  everything	  in	  a	  home	  shape	  the	  children.	  	  What	  is	  learned	  

at	  home	  serves	  to	  guide	  their	  lives	  as	  they	  wander	  and	  begin	  to	  reshape	  the	  world”	  (Noddings,	  

2001,	  p.	  31).	  For	  six	  generations,	  mothers	  in	  my	  family	  have	  shaped	  daughters	  in	  my	  family	  by	  

continuing	  to	  care	  for	  clothing	  artifacts.	  	  The	  Dress	  Stories	  exhibition	  would	  not	  have	  been	  

possible	  if	  the	  women	  in	  my	  family	  had	  not	  cherished	  the	  clothing	  left	  to	  them.	  	  As	  I	  think	  back	  

through	  my	  mother,	  and	  her	  mother,	  and	  her	  mother’s	  mother	  (Grumet,	  1988),	  I	  realize	  I	  have	  

cherished	  and	  cared	  for	  our	  shared	  collections	  and	  I	  have	  also	  uncherished	  and	  uncared	  for	  our	  

shared	  collections	  as	  a	  curator,	  daughter,	  and	  mother.	  	  Was	  I	  unthinking	  through	  my	  mothers	  in	  

uncaring	  as	  a	  curator?	  	  I	  cared	  about	  Harriet	  Ellis’	  wedding	  dress	  and	  included	  it	  as	  the	  oldest	  

artifact	  in	  the	  Dress	  Stories	  exhibition.	  	  But	  I	  inadvertently	  uncared	  for	  Harriet	  Ellis’s	  wedding	  

dress	  when	  it	  was	  ripped	  open	  in	  the	  gallery	  flood.	  I	  cared	  for	  my	  daughter	  and	  her	  fancy	  

dresses	  I	  hung	  in	  the	  exhibition.	  	  But	  I	  uncared	  for	  my	  daughter	  when	  I	  worked	  so	  hard	  to	  keep	  

up	  the	  appearance	  that	  I	  was	  a	  good	  mother	  by	  prioritizing	  her	  clothing	  and	  the	  ways	  she	  looks	  

to	  the	  world.	  I	  uncared	  for	  her	  as	  a	  possession	  I	  cherish	  and	  put	  on	  display.	  	  	  
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It	  was	  important	  for	  me	  to	  take	  my	  daughter	  on	  a	  tour	  of	  the	  exhibition	  the	  day	  it	  

opened	  and	  to	  allow	  her	  to	  see	  her	  clothing	  placed	  along	  side	  of	  my	  clothing.	  	  Our	  dress	  stories	  

are	  already	  interwoven.	  	  She	  could	  look	  across	  the	  gallery	  from	  her	  dresses	  to	  Harriet	  Ellis’s	  

dress	  and	  embark	  on	  her	  own	  journey	  of	  becoming	  curator.	  	  I	  have	  to	  prepare	  for	  the	  day	  she	  

may	  repudiate	  that	  identity	  and	  choose	  to	  unbecome	  curator	  or	  to	  uncare	  for	  the	  clothing	  I	  

leave	  her.	  

My	  transformational	  becoming	  as	  documented	  in	  this	  dissertation	  would	  also	  not	  have	  

been	  ignited	  and	  sustained	  if	  I	  hadn’t	  interrogated	  into	  the	  messages	  inherited	  within	  the	  

threads	  and	  limitations	  of	  specific	  modes	  of	  cherishing—I	  needed	  to	  be	  allowed	  to	  betray	  my	  

inheritances	  in	  order	  to	  better	  care	  for	  myself.	  	  We	  need	  to	  ask	  what	  is	  care	  teaching	  us	  and	  

what	  is	  the	  curriculum	  of	  care,	  starting	  with	  the	  messages	  handed	  down	  within	  what	  we	  

currently	  care	  for—students,	  artists,	  curators,	  educators,	  mothers,	  and	  daughters	  alike.	  	  How	  

can	  care	  for	  objects	  actually	  stunt	  or	  extend	  our	  growth	  and/or	  care	  for	  self	  and	  others?	  	  How	  

does	  the	  clutter	  blind	  us	  to	  its	  transformational	  potential	  and	  limits?	  	  How	  might	  we	  better	  

listen	  for	  the	  calls	  of	  the	  cloth?	  	  This	  dissertation	  has	  mapped	  my	  processes	  of	  attunement	  and	  

expurgation	  towards	  a	  reinvention	  of	  my	  identities	  and	  their	  associated	  modes	  through	  clutter	  

and	  cloth.	  
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But	  what	  does	  that	  mean	  to	  our	  teaching	  and	  how	  does	  caring	  become	  pedagogical?	  

Noddings	  (2002b)	  cautions,	  “[m]ost	  of	  us	  learn	  care	  in	  homes.	  	  When	  this	  does	  not	  happen,	  the	  

school	  must	  be	  a	  second	  home”	  (p.	  167).	  	  Might	  the	  museum	  be	  a	  second	  home	  as	  well	  to	  

teach	  lessons	  of	  caring	  or	  are	  they	  already	  relaying	  that	  message	  loud	  and	  clear?	  	  Cherishing	  is	  

taught	  or	  inherited	  by	  example	  (Noddings,	  2002b).	  I	  learned	  to	  cherish	  things	  by	  watching	  my	  

mother	  cherish	  things—so	  many	  things.	  	  I	  relearned	  for	  objects	  through	  experiencing	  museums	  

as	  a	  young	  visitor.	  	  I	  learned	  by	  example.	  	  Growing	  up,	  things	  enriched	  our	  lives.	  	  Now	  I	  wonder	  

how	  I	  model	  cherishing	  to	  my	  daughter?	  	  What	  am	  I	  teaching	  her	  about	  caring	  for	  things	  in	  our	  

home	  and	  how	  might	  this	  impact	  her	  becoming	  and	  self-‐care?	  	  	  

The	  last	  artifact	  I	  installed	  in	  the	  Dress	  Stories	  exhibition	  was	  a	  framed	  baby	  shirt	  from	  

the	  family	  trunk.	  	  Because	  the	  family	  trunk	  had	  been	  left	  outside	  in	  the	  hot	  Texas	  climate	  for	  

many	  years,	  the	  clothing	  inside	  of	  it	  was	  considerably	  damaged.	  	  My	  mother	  would	  assert	  she	  

still	  cherished	  the	  clothing	  even	  though	  she	  was	  unable	  to	  care	  for	  it.	  The	  baby	  shirt	  I	  framed	  in	  

the	  exhibition	  shows	  evidence	  of	  its	  decay.	  	  On	  the	  glass	  protecting	  the	  damaged	  cloth,	  I	  placed	  

vinyl	  lettering	  posing	  the	  statement,	  If	  no	  one	  cares,	  will	  the	  openings	  become	  holes	  in	  our	  

stories?	  	  Might	  such	  holes	  be	  the	  sites	  for	  self-‐care?	  Being	  unable	  to	  care	  for	  the	  baby	  shirt	  is	  

not	  the	  same	  thing	  as	  uncaring	  for	  the	  baby	  shirt.	  Uncaring	  is	  purposeful.	  	  Uncaring	  marks	  a	  
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turn	  and	  a	  return	  to	  see	  anew.	  	  	  Uncaring	  offers	  the	  possibility	  of	  other	  openings	  for	  our	  own	  

change.	  

	  

Caring	  for	  Objects	  to	  Care	  for	  Self	  

“Objects	  do	  not	  cry	  out	  in	  pain,	  exclaim	  in	  joy,	  or	  express	  love	  for	  us.	  	  But	  how	  we	  treat	  

things	  has	  an	  impact	  on	  both	  human	  and	  non-‐human	  life”	  (Noddings,	  1992,	  p.	  139).	  	  It	  is	  this	  

impact	  on	  my	  human	  life	  that	  informs	  my	  research.	  I	  felt	  genuine	  pain	  when	  the	  Dress	  Stories	  

exhibition	  flooded	  and	  my	  cherished	  objects	  were	  damaged,	  but	  the	  emotions	  are	  not	  

reciprocal	  from	  the	  objects.	  	  If	  we	  don’t	  receive	  from	  our	  objects—if	  they	  are	  uncaring—then	  

why	  should	  we	  care	  about	  them?	  	  In	  the	  case	  of	  my	  interrogations	  within	  this	  study,	  examining	  

this	  very	  conundrum	  of	  caring	  for	  the	  uncaring	  propelled	  me	  to	  reconsider	  my	  identities,	  roles,	  

modes,	  and	  priorities	  in	  profound	  acts	  of	  self-‐care.	  	  But	  I	  had	  to	  be	  willing	  to	  ask	  difficult	  

questions	  of	  myself	  and	  my	  possessions—it	  was	  in	  these	  crossroads	  that	  my	  objects	  and	  myself	  

were	  thrown	  into	  transformational	  modes	  of	  becoming.	  	  As	  curators,	  artists,	  researchers,	  and	  

teachers,	  how	  might	  we	  guide	  conversations	  about	  caring	  for	  cherished	  objects	  and	  model	  for	  

our	  visitors	  and	  students	  ways	  to	  ask	  difficult	  questions	  of	  our	  possessions	  and	  ourselves?	  
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In	  order	  to	  determine	  an	  object’s	  worth,	  should	  we	  first	  attune	  to	  its	  purpose?	  	  How	  

important	  is	  it	  to	  teach	  the	  proper	  use	  of	  objects?	  	  Noddings	  (1992)	  challenges	  educators	  to	  

consider	  objects—examine	  their	  form,	  ask	  why	  it	  was	  designed,	  trace	  its	  development,	  learn	  

how	  things	  work,	  and	  determine	  criteria	  to	  judge	  them	  and	  ask	  if	  they	  are	  aesthetically	  

pleasing.	  How	  important	  is	  it	  we	  use	  objects	  for	  their	  intended	  purposes?	  	  In	  Montessori	  

schools,	  teachers	  insist	  objects	  have	  a	  proper	  place	  of	  storage	  and	  children	  must	  return	  objects	  

when	  they	  are	  not	  in	  use.	  	  “There	  is	  a	  love	  of	  order,	  of	  physical	  order	  and	  grace	  to	  the	  proper	  

use	  of	  objects”	  (Noddings,	  1992,	  p.	  140).	  	  Considering	  the	  proper	  use	  of	  objects	  seems	  

especially	  relevant	  in	  art	  education	  as	  there	  is	  increased	  interest	  in	  incorporating	  visual	  culture	  

and	  material	  culture	  into	  our	  curriculums	  and	  pedagogy.	  	  But	  care	  theory	  can	  only	  move	  this	  

inquiry	  so	  far.	  	  This	  is	  where	  the	  curatorial	  shifts	  to	  become	  pedagogical,	  where	  the	  care	  might	  

transform	  the	  curatorial.	  My	  curatorial	  contribution	  is	  not	  only	  caring	  as	  a	  curator,	  but	  also	  as	  

an	  artist,	  researcher,	  teacher,	  and	  mother.	  	  I	  cannot	  undervalue	  the	  notion	  of	  the	  misuse	  of	  

stuff.	  	  When	  I	  threw	  objects	  into	  my	  Closet	  of	  Curiosities,	  was	  I	  not	  misusing	  my	  cherished	  

possessions?	  Misusing	  objects	  provoked	  my	  understanding	  of	  uncaring	  as	  a	  curator.	  

A/r/tographic	  curating	  helped	  me	  to	  uncare	  as	  a	  way	  of	  healing.	  	  It	  became	  a	  way	  for	  this	  

curator’s	  caring	  to	  be	  transformed	  as	  uncaring.	  
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In	  1997,	  when	  I	  curated	  Suiting	  the	  Modern	  Woman,	  I	  asked	  fashion	  designer	  Richard	  

Brooks	  to	  sign	  the	  mat	  on	  a	  photograph	  depicting	  the	  two	  of	  us	  at	  the	  exhibition	  opening	  

reception.	  This	  image	  has	  hung	  in	  my	  home	  for	  almost	  twenty	  years	  as	  a	  reminder	  of	  my	  

curatorial	  beginnings	  and	  as	  a	  challenge	  to	  see	  where	  my	  curating	  might	  take	  me	  in	  the	  future.	  	  

But	  when	  Brooks	  said	  he	  looks	  forward	  to	  my	  curatorial	  talents	  and	  skills	  taking	  me	  far,	  he	  is	  

referring	  to	  my	  authoritative,	  superhero	  skills	  taking	  me	  far.	  	  In	  patriarchal	  terms	  of	  success,	  I	  

didn’t	  get	  that	  far.	  All	  these	  years	  later,	  I	  am	  not	  a	  senior	  curator	  at	  a	  large	  prestigious	  

institution.	  	  However,	  in	  a/r/tographical	  ways,	  I	  have	  come	  a	  long	  way	  from	  the	  curator	  I	  was	  in	  

1997.	  	  I	  think	  about	  the	  275	  steps	  I	  performed	  in	  the	  punch	  list	  during	  the	  curating	  of	  the	  Dress	  

Stories	  exhibition.	  	  I	  controlled	  those	  steps	  as	  curator,	  trained	  as	  a	  curator	  within	  my	  discipline.	  

If	  this	  inquiry	  had	  stopped	  when	  the	  exhibition	  was	  over,	  the	  punch	  list	  might	  serve	  as	  the	  final	  

word	  on	  what	  the	  curating	  meant	  to	  my	  becoming.	  	  In	  post-‐qualitative	  work	  the	  researcher	  

releases	  control	  to	  discover	  new	  ways	  of	  being.	  The	  exhibition	  occurred	  in	  the	  middle	  space	  of	  

the	  research.	  What	  came	  before	  and	  what	  came	  after	  the	  exhibition	  were	  both	  significant	  to	  

my	  identity	  as	  a	  curator.	  	  I	  am	  not	  the	  same	  curator	  now.	  	  In	  a/r/tography,	  researchers	  speak	  of	  

being	  changed	  and	  transformed.	  	  My	  transformation	  as	  a	  curator,	  artist,	  researcher,	  and	  

teacher	  came	  in	  small	  steps	  in	  unexpected	  and	  unknown	  ways.	  	  My	  feminist	  performativity	  as	  
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curator	  shifted	  to	  allow	  for	  different	  performances	  of	  caring	  and	  uncaring	  where	  I	  was	  forever	  

altered.	  My	  future	  curating	  will	  be	  changed.	  	  My	  past	  baggage	  as	  a	  curator	  is	  subverted	  now	  in	  

uncaring—in	  the	  spaces	  I	  turn	  curating	  inside	  out—along	  the	  curatorial	  turn,	  the	  museum	  

education	  turn,	  the	  feminist	  turn,	  the	  visual	  turn,	  and	  the	  material	  turn.	  

	  

When	  Matter	  Matters	  More	  

While	  I	  agree	  that	  material	  culture	  matters	  to	  art	  education	  (Bolin	  &	  Blandy,	  2011),	  this	  

dissertation	  works	  to	  go	  even	  deeper	  into	  my	  autobiographical	  understandings	  of	  how	  and	  why	  

material	  matters	  in	  my	  practice	  as	  a	  curator,	  artist,	  researcher,	  and	  teacher.	  In	  order	  to	  move	  

forward,	  I	  had	  to	  be	  willing	  as	  a	  curator	  to	  take	  what	  Barbara	  Bolt	  (2013)	  calls	  a	  material	  turn,	  

where	  “new	  materialism	  aims	  to	  return	  to	  matter”	  (p.	  3).	  	  In	  thinking	  about	  matter	  differently,	  I	  

began	  to	  locate	  what	  material	  matters	  most	  in	  this	  c/a/r/tographic	  inquiry.	  Kind	  (2006)	  

suggests,	  “I	  release	  the	  familiarity	  so	  that	  in	  the	  release	  it	  can	  become	  something	  else”	  (p.	  144).	  

I	  was	  willing	  to	  release	  the	  familiarity	  of	  curating	  and	  caring	  for	  cloth	  so	  it	  might	  become	  

something	  else	  in	  uncaring	  for	  material	  in	  the	  same	  old	  ways.	  

Barnard	  (1996)	  employs	  Lévi-‐Strass’	  definition	  of	  bricolage,	  as	  a	  process	  that	  “uses	  the	  

‘remains	  and	  debris’	  of	  events,	  ‘odds	  and	  ends’,	  ‘fossilized	  evidence	  of	  the	  history	  of	  an	  
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individual	  or	  a	  society’,	  for	  its	  constructions”	  (pp.	  166-‐167)	  and	  as	  a	  way	  to	  explore	  fashion	  and	  

clothing	  in	  postmodernity.	  	  Correspondingly,	  Pinar	  (2001)	  notes	  the	  ways	  bricolage	  allows	  for	  

an	  interdisciplinary	  approach	  to	  research.	  	  Throughout	  this	  inquiry,	  I	  weave	  connections	  

between	  bricolage	  and	  visual	  culture	  material	  through	  my	  practice	  as	  bricoleur	  in	  the	  roles	  of	  

curator,	  artist,	  researcher,	  and	  teacher.	  	  I	  wonder	  in	  my	  efforts	  to	  collect	  myself,	  how	  the	  

clothing	  I	  wear	  and	  retain	  may	  be	  used	  in	  the	  future?	  	  Barnard	  (1996)	  asserts,	  “[b]ricolage	  has	  a	  

motive:	  it	  is	  interested	  in	  creating	  new	  meanings”	  (p.	  167).	  	  Clothing	  has	  no	  inherent	  meaning,	  

but	  rather	  clothing	  is	  culturally	  defined	  (Davis,	  1992;	  Ferris,	  1994;	  Fox	  &	  Schlegel,	  2005;	  

Hollander,	  1994;	  Lurie,	  2000;	  Steele,	  1989a,	  1989b).	  	  This	  inquiry	  offers	  my	  definitions	  and	  

personal	  meanings	  in	  my	  clothes	  I	  collect	  while	  it	  concurrently	  unpacks	  and	  subverts	  those	  very	  

inherited	  meanings.	  This	  dissertation	  allowed	  me	  to	  curate	  love,	  loss,	  and	  what	  I	  wore	  

(Beckerman,	  1995;	  Ephron	  &	  Ephron,	  2008)	  and	  the	  ways	  I	  have	  been	  wounded	  by	  the	  things	  I	  

hold	  dear.	  Assuming	  the	  role	  of	  collector,	  border	  dweller,	  and	  bricoleur,	  I	  tried	  to	  undo	  dress	  

using	  postmodern	  tools	  and	  visual	  culture	  material	  from	  my	  lived	  art	  educator	  experiences.	  

Kincheloe	  (2005)	  challenges	  bricoleurs	  to	  try	  “focusing	  on	  webs	  of	  relationships	  instead	  

of	  simply	  things-‐in-‐themselves”	  (p.	  323).	  	  I	  invited	  the	  unfolding	  of	  contexts	  in	  the	  ruins	  of	  my	  

collections	  in	  the	  inquiry.	  	  I	  continually	  identified	  my	  relationships	  to	  the	  clothing	  in	  the	  
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exhibition,	  rather	  than	  just	  pointing	  to	  objects	  as	  examples	  of	  types	  of	  dress	  or	  predetermined	  

cultural	  definitions.	  	  I	  was	  reading	  and	  deconstructing	  my	  clothing	  as	  texts,	  locating	  binary	  

oppositions,	  listening	  for	  discursive	  dialogues,	  attuning	  to	  difference,	  and	  allowing	  for	  new	  

ways	  of	  performativity	  as	  a	  feminist	  curator.	  	  While	  each	  of	  these	  acts	  was	  critical	  to	  the	  ways	  I	  

understood	  my	  relationship	  to	  the	  material	  of	  my	  inquiry,	  adding	  the	  binary	  opposite	  of	  caring	  

and	  uncaring	  was	  especially	  unexpected	  at	  the	  start	  of	  my	  journey	  becoming	  curator.	  Allowing	  

for	  uncaring	  as	  a	  curator	  forced	  me	  to	  deeply	  reconsider	  the	  ways	  I	  might	  use	  and	  be	  used	  by	  

my	  possessions	  in	  ways	  wholly	  unlike	  the	  curator	  I	  was	  at	  the	  beginning	  of	  this	  study.	  	  Art	  

education	  students	  need	  to	  realize	  uncaring	  is	  impactful.	  	  In	  uncaring,	  art	  education	  might	  begin	  

to	  take	  on	  Nel	  Noddings’	  notions	  of	  caring	  for	  self	  and	  caring	  for	  objects	  in	  proper	  ways	  as	  the	  

basis	  to	  appreciate	  caring	  and	  uncaring	  in	  our	  field.	  

When	  Kind	  (2006)	  altered	  her	  family	  handkerchiefs,	  aprons,	  and	  tablecloths	  as	  a	  

visualization	  of	  the	  grief	  and	  loss	  she	  experienced,	  was	  she	  using	  the	  objects	  properly?	  	  When	  

Riddett-‐Moore	  (2011)	  altered	  her	  wedding	  dress	  to	  render	  the	  betrayal	  she	  experienced,	  was	  

she	  using	  material	  appropriately?	  	  When	  I	  ruptured	  the	  membranes	  of	  my	  prom	  dress,	  was	  I	  

working	  the	  textile	  correctly?	  	  While	  we	  were	  not	  using	  or	  caring	  for	  the	  objects	  as	  a	  curator	  is	  

trained	  to	  use	  or	  care	  for	  objects,	  we	  were	  in	  fact	  caring	  for	  our	  cloth.	  	  I	  am	  not	  calling	  for	  the	  
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abandonment	  of	  the	  curatorial,	  where	  all	  cherished	  objects	  and	  material	  are	  destroyed	  but	  

rather,	  calling	  for	  spaces	  and	  opportunities	  to	  consider	  when	  and	  how	  and	  why	  some	  matter	  

might	  matter	  more	  if	  altered	  in	  profound	  and	  uncaring	  acts	  of	  misuse.	  In	  a/r/tographic	  ways,	  

might	  we	  care	  even	  more	  deeply	  for	  the	  material	  by	  altering	  it	  from	  its	  original	  purposes?	  	  Bolt	  

(2013)	  suggests,	  “[a]rt	  is	  a	  material	  practice	  and	  that	  materiality	  lies	  at	  the	  core	  of	  creative	  

process”	  (p.	  5,	  italics	  in	  original).	  Altering	  our	  materiality,	  invoking	  the	  material	  turn	  allows	  for	  

creative	  curating	  in	  potentially	  profound	  pedagogic	  ways.	  As	  Noddings	  (1992)	  cautions:	  

We	  do	  not	  want	  our	  children	  to	  spend	  their	  day	  polishing	  and	  protecting	  their	  
possessions,	  and	  we	  certainly	  want	  them	  to	  use	  their	  possessions	  freely	  (as	  Montessori	  
said,	  freely	  and	  properly)	  but	  we	  want	  them	  to	  see	  that	  the	  future	  pleasures	  or	  use	  
depends	  on	  care.	  (p.	  145).	  
	  

I	  would	  argue	  pleasure,	  or	  more	  transformation,	  might	  come	  from	  not	  using	  our	  possessions	  

correctly	  or	  avoiding	  their	  reuse	  with	  the	  aim	  of	  protection	  so	  much	  as	  being	  used	  by	  our	  

possessions	  or	  allowing	  ourselves	  to	  be	  called	  into	  misusing	  such	  materials	  for	  our	  mutual	  

transformation.	  	  Bolt	  (2013)	  recognizes	  artistic	  practice	  is	  never	  fully	  known	  in	  advance.	  	  

Similarly,	  I	  could	  not	  anticipate	  the	  ways	  I	  would	  alter	  my	  clothing	  objects	  before	  dwelling	  in	  

this	  inquiry	  for	  an	  extended	  time.	  	  It	  took	  time	  to	  listen	  for	  performative	  utterances.	  I	  

challenged	  my	  past	  ways	  of	  being	  and	  becoming,	  of	  caring	  and	  uncaring.	  
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My	  costume	  curatorial	  training	  included	  learning	  how	  to	  handle,	  store	  and	  exhibit	  

objects	  in	  the	  least-‐harmful	  means	  possible.	  	  I	  learned	  about	  the	  ways	  direct	  lighting,	  air	  

temperature,	  exposure	  to	  elements,	  insect	  infestations,	  mold,	  smoke,	  water,	  and	  physical	  

contact	  could	  irreversibly	  alter	  an	  object’s	  integrity.	  	  I	  was	  influenced	  by	  the	  ways	  curator	  Edith	  

Mayo	  reconceptualized	  the	  First	  Ladies	  Collection	  in	  the	  exhibition	  First	  Ladies:	  Political	  Role	  

and	  Public	  Image	  as	  a	  space	  to	  teach	  visitors	  about	  textile	  conservation	  by	  displaying	  damaged	  

dresses	  that	  had	  not	  been	  properly	  cared	  for	  as	  a	  cautionary	  tale	  for	  curators	  and	  collectors	  of	  

cherished	  objects.	  	  Including	  the	  damaged	  baby	  shirt	  in	  the	  Dress	  Stories	  exhibition	  was	  one	  

way	  I	  offered	  a	  cautionary	  tale	  if	  we	  don’t	  care	  for	  the	  objects	  we	  hold	  so	  tightly	  to.	  Do	  we	  need	  

hands-‐on	  practice	  to	  learn	  how	  to	  care	  for	  our	  possessions?	  	  I	  am	  forced	  to	  also	  ask	  why	  does	  

touching	  objects	  and	  being	  touched	  by	  objects	  matter?	  

I	  think	  about	  my	  hands-‐on	  practice	  as	  a	  curator	  assembling	  mannequin	  body	  parts	  in	  

exhibition	  installations.	  	  Somehow	  a	  pile	  of	  hands	  and	  arms	  on	  the	  gallery	  floor	  seem	  more	  like	  

empty	  bodies	  forcing	  me	  to	  consider	  my	  own	  corporality	  as	  a	  curator	  and	  the	  limits	  placed	  on	  

the	  body	  in	  care	  (Archer,	  2004;	  Deleuze	  &	  Guattari,	  1987;	  Entwistle,	  2000;	  Springgay,	  2003).	  

Performing	  the	  hand	  washing	  ritual	  in	  the	  NICU	  also	  reminds	  me	  of	  the	  ritual	  of	  wearing	  

curatorial	  conservation	  gloves.	  	  At	  the	  Texas	  Fashion	  Collection,	  I	  wore	  white,	  cotton,	  sterile	  
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gloves	  to	  ensure	  the	  oil	  and	  dirt	  on	  my	  hands	  would	  not	  harm	  the	  historic	  clothing	  I	  touched	  

and	  cared	  for.	  	  Is	  hands-‐on	  care	  the	  same	  if	  your	  hands	  can	  not	  actually	  be	  on	  what	  you	  care	  for	  

because	  your	  hands	  can	  deliver	  both	  care	  and	  uncare?	  	  Should	  we	  trouble	  the	  idea	  of	  our	  hands	  

and	  the	  ways	  we	  touch	  and	  are	  touched	  by	  the	  objects	  we	  touch	  and	  care	  for?	  	  And	  if	  your	  

objects	  are	  not	  in	  a	  museum’s	  collection,	  does	  the	  ways	  we	  touch	  them	  even	  matter?	  	  In	  

response	  I	  was	  moved	  to	  curate	  a	  selection	  of	  my	  collection	  of	  gloves	  and	  render	  them	  to	  think	  

more	  about	  touching.	  From	  left	  to	  right	  they	  included	  Elizabeth’s	  Easter	  glove,	  a	  crocheted	  

glove	  I	  wore	  when	  I	  worked	  at	  Laura	  Ashley,	  a	  mitten	  from	  our	  family	  trunk	  made	  by	  my	  great-‐

great-‐great	  grandmother,	  Harriet	  Ellis	  in	  1865,	  a	  cotton	  conservation	  glove,	  and	  a	  plastic	  

surgical	  glove	  like	  the	  ones	  I	  used	  to	  administer	  Elizabeth’s	  eleven	  medications	  a	  day	  when	  she	  

first	  came	  home	  from	  the	  hospital.	  	  Together,	  these	  hands—these	  hand-‐me-‐downs—help	  me	  

construct	  my	  curator,	  mother,	  and	  gendered	  identity.	  

The	  word	  bricoleur	  can	  also	  describe	  a	  handyman	  or	  handywoman	  (Pinar,	  2001).	  	  I	  like	  

thinking	  about	  myself	  as	  a	  handywoman	  and	  imaging	  how	  I	  might	  continue	  to	  touch	  and	  be	  

touched	  by	  objects.	  How	  do	  we	  call	  for	  more	  stories	  of	  caring	  and	  uncaring	  for	  objects	  and	  self	  

in	  classrooms	  and	  museums?	  	  How	  might	  my	  mothering	  story	  of	  caring	  for	  my	  child	  offer	  steps	  

for	  others	  to	  learn	  to	  care	  in	  more	  profound	  ways,	  as	  an	  assemblage	  of	  our	  lived	  experiences	  
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(Kincheloe,	  2001,	  2005)?	  What	  of	  my	  uncaring	  as	  curated	  in	  this	  catalogue?	  	  As	  I	  look	  at	  this	  

image	  of	  my	  collection	  of	  gloves,	  I	  realize	  they	  are	  limp	  and	  lifeless	  without	  a	  hand	  to	  fill	  them.	  	  

These	  pieces	  of	  cloth	  are	  empty	  and	  empty-‐handed.	  	  I	  wonder	  what	  it	  might	  mean	  for	  me	  as	  a	  

curator	  to	  allow	  my	  hands	  to	  become	  empty—to	  release	  and	  let	  go	  of	  caring—to	  let	  go	  of	  

holding	  on	  to	  objects	  so	  tightly—to	  let	  go	  and	  take	  more	  chances.	  	  To	  turn	  away	  from	  past	  

paths	  of	  curatorial	  success	  taking	  me	  far—to	  future	  failures	  taking	  me	  further.	  	  Letting	  go	  was	  

the	  way	  I	  was	  healed	  in	  uncaring	  in	  this	  inquiry—letting	  go	  of	  guilt,	  letting	  go	  of	  shame,	  letting	  

go	  of	  the	  weight	  of	  keeping	  secrets	  and	  keeping	  stuff,	  letting	  go	  of	  appearances,	  letting	  go	  of	  

some	  of	  me.	  	  Letting	  go	  allows	  spaces	  for	  gendered	  failure	  (Halberstam,	  2011)	  in	  curating.	  

Unmaking,	  undoing,	  unbecoming,	  and	  uncaring	  affords	  new	  ways	  of	  becoming	  and	  unbecoming	  

curating.	  	  In	  uncaring	  might	  I	  be	  free	  of	  the	  massive	  clutter	  that	  keeps	  me	  from	  seeing	  and	  from	  

being?	  	  “The	  goal	  is	  to	  lose	  one’s	  way,	  and	  indeed	  to	  be	  prepared	  to	  lose	  more	  than	  one’s	  way”	  

(Halberstam,	  2011,	  p.	  6).	  Might	  uncaring	  and	  failure	  become	  my	  curatorial	  way	  of	  life?	  	  How	  

might	  I	  map	  the	  terrain	  of	  taking	  chances,	  of	  improvisations,	  of	  getting	  lost	  and	  of	  letting	  go	  in	  

order	  to	  finally	  be	  free?	  
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Freeing	  in	  Assemblage	  

Richardson	  (2011)	  suggests,	  “[a]ssemblage	  describes	  an	  ongoing	  process	  of	  the	  

construction	  of	  territories,	  or	  territorializations”	  (p.	  7).	  This	  inquiry	  became	  a	  territorialization	  

of	  motherhood	  and	  it	  required	  a	  new	  arranging	  of	  the	  bricolage.	  I	  had	  access	  to	  a	  university	  

gallery	  space	  to	  contextualize	  the	  curatorial.	  	  But	  where	  might	  educators	  perform	  curating	  in	  

their	  classrooms?	  	  Michael	  Corris	  uses	  a	  room	  behind	  his	  office	  at	  Southern	  Methodist	  

University	  to	  create	  The	  Free	  Museum	  of	  Dallas	  as	  a	  conceptual	  project	  where	  the	  location	  is	  

not	  as	  important	  as	  the	  state	  of	  mind	  it	  evokes	  (Simek,	  2010).	  	  Corris	  challenges	  the	  idea	  of	  

museum	  spaces	  and	  assumptions	  about	  performing	  the	  museum	  in	  non-‐traditional	  galleries.	  	  

Might	  educators	  also	  create	  free	  gallery	  spaces,	  freeing	  gallery	  spaces	  in	  their	  classrooms	  for	  

students	  to	  assemble	  material	  evidence	  to	  challenge	  the	  curatorial,	  caring,	  and	  uncaring	  in	  

interesting	  ways?	  	  I	  performed	  the	  act	  of	  fitting	  disparate	  objects	  together	  during	  the	  curating	  

in	  order	  to	  better	  understand	  their	  materiality	  and	  possible	  recontextualization.	  	  Gannon	  and	  

Davies	  (2007)	  argue,	  “[t]he	  focus	  of	  poststructural	  thinking	  is	  on	  cultural	  life	  and	  the	  production	  

and	  reading	  of	  texts	  and	  the	  deconstruction	  of	  those	  texts”	  (p.	  81).	  	  Acting	  as	  bricoleur,	  I	  

worked	  the	  ruins	  of	  my	  collections	  of	  clutter	  as	  texts	  and	  considered	  the	  possibilities	  of	  my	  

readings	  to	  becoming	  undone	  as	  an	  art	  educator	  (St.	  Pierre	  &	  Pillow,	  2000).	  	  I	  kept	  asking	  what	  
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it	  means	  for	  art	  educators	  to	  seek	  meaning	  in	  their	  dress.	  	  Ultimately,	  I	  stood	  before	  the	  reader,	  

not	  in	  my	  dresses	  included	  in	  the	  Dress	  Stories	  exhibition,	  but	  undressed,	  naked	  and	  vulnerable	  

in	  order	  to	  send	  out	  my	  questions	  for	  curating.	  Moreover,	  I	  ruminated	  on	  how	  reading	  and	  

deconstructing	  clothing	  as	  texts,	  difference,	  and	  performativity	  of	  the	  gendered	  and	  bodied	  

subject	  might	  assist	  in	  translating	  discursive	  formations	  of	  clothing	  in	  visual	  culture.	  But	  what	  

happens	  if	  there	  is	  too	  much	  to	  collect	  and	  re-‐collect?	  

Gouzouasis	  (2008)	  notes	  that	  a/r/tographic	  process	  “leads	  us	  to	  understand	  that	  we	  are	  

ever	  becoming	  as	  our	  a/r/tographic	  works	  develop,	  change,	  evoke,	  provoke,	  and	  evolve”	  (p.	  

231).	  Unfolding	  curator,	  artist,	  researcher,	  and	  teacher	  examples	  allows	  me	  to	  begin	  to	  unpack	  

something	  new	  for	  art	  education,	  an	  art	  education	  that	  encompasses	  the	  curatorial	  as	  textual	  

practice.	  Might	  we	  move	  towards	  a	  care	  theory	  of	  possibilities	  (Gude,	  2004)	  and	  imagine	  ways	  

for	  bricolage	  and	  assemblage	  to	  shift	  the	  potential	  of	  how	  we	  care	  and	  uncare	  for	  objects	  and	  

for	  Self?	  	  Katve-‐Kaisa	  Kontturi	  (2013)	  calls	  for	  a	  cartography	  of	  creation	  that	  requires	  

destruction	  claiming,	  “art	  only	  emerges	  when	  the	  ‘given’	  has	  been	  destroyed	  or	  overcome”	  (p.	  

26).	  	  My	  curatorial	  contribution	  is	  not	  only	  caring	  as	  a	  curator,	  but	  as	  an	  artist	  mother.	  	  It	  is	  not	  

only	  object-‐centered	  curating,	  but	  narrative	  and	  pedagogical	  curating,	  where	  the	  care	  as	  

pedagogical	  is	  what	  transforms	  the	  curatorial,	  and	  I,	  in	  turn	  transformed	  my	  curated	  collections	  
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as	  works	  of	  art.	  Kontturi	  (2013)	  suggests	  the	  destroyed	  artwork	  gives	  way	  to	  the	  work	  of	  art	  

“[m]aking	  them	  more	  porous,	  more	  amenable,	  more	  open	  to	  new	  connections”	  (p.	  23).	  For	  me,	  

the	  opportunity	  to	  destroy,	  or	  rupture	  the	  membranes	  (Deleuze	  &	  Guattari,	  1987)	  is	  to	  allow	  

for	  the	  gendered	  failure	  (Halberstam,	  2011)	  of	  uncaring.	  	  In	  destruction,	  ruptures,	  and	  failure,	  

my	  curating	  was	  brought	  into	  an	  alternate	  mode	  of	  being.	  As	  this	  catalogue,	  this	  map	  of	  my	  

becoming	  curator	  is	  winding	  to	  an	  end,	  I	  am	  drawn	  to	  even	  more	  possibilities,	  for	  more	  creative	  

practices	  yet	  to	  be	  mapped	  in	  my	  becoming-‐curating.	  	  The	  field	  needs	  curator	  as	  

artist/researcher/teacher	  opportunities	  to	  begin	  to	  proclaim	  itself	  and	  more	  importantly	  to	  

explore	  new	  terrains	  and	  what	  they	  may	  mean	  to	  curating	  curriculum	  and	  pedagogy	  in	  art	  

education.	  



	  

178	  
	  

References	  

Alvermann,	  D.	  E.	  (2000).	  Researching	  libraries,	  literacies,	  and	  lives:	  A	  rhizoanalysis.	  	  In	  E.	  A.	  St.	  
Pierre	  &	  W.	  S.	  Pillow	  (Eds.),	  Working	  the	  ruins:	  Feminist	  poststructural	  theory	  and	  
methods	  in	  education	  (pp.	  114-‐129).	  New	  York,	  NY:	  Routledge.	  

American	  Association	  of	  Museums.	  (1984).	  Museum	  for	  a	  new	  century:	  A	  report	  of	  the	  
Commission	  on	  Museums	  for	  a	  New	  Century.	  Washington,	  DC:	  American	  Association	  of	  
Museums.	  	  

Andreasen,	  S.	  &	  Larsen,	  L.	  B.	  (2011).	  The	  middleman:	  Beginning	  to	  think	  about	  mediation.	  In	  P.	  	  
O’Neill,	  (Ed.),	  Curating	  subjects	  (pp.	  20-‐30).	  London,	  UK:	  Open	  Editions.	  

Andrew,	  S.	  (2008).	  Textile	  semantics:	  Considering	  a	  communication-‐based	  reading	  of	  textiles.	  
Textile,	  6(1),	  32-‐65.	  	  

Aoki,	  T.	  (2005).	  Legitimating	  lived	  curriculum:	  Toward	  a	  curricular	  landscape	  of	  multiplicity.	  In	  
W.	  F.	  Pinar	  &	  R.	  L.	  Irwin	  (Eds.),	  Curriculum	  in	  a	  new	  key:	  The	  collected	  works	  of	  Ted	  T.	  
Aoki	  (pp.	  200-‐215).	  Malawah,	  NJ:	  Lawrence	  Erlbaum.	  

Archabal,	  N.	  (1992).	  Education:	  A	  responsibility	  or	  the	  responsibility?	  In	  Museum	  Education	  
Roundtable,	  Patterns	  in	  practice:	  Selections	  from	  the	  Journal	  of	  Museum	  Education	  (pp.	  
84-‐86).	  Washington,	  DC:	  Museum	  Education	  Roundtable.	  

Archer,	  N.	  (2004).	  Text[ile]s:	  How	  to	  fabric[ate]	  yourself	  a	  body	  without	  organs.	  Textile:	  The	  
Journal	  of	  Cloth	  and	  Culture,	  2(2),	  156-‐175.	  	  

Atwood,	  M.	  (1985).	  The	  handmaid’s	  tale.	  New	  York,	  NY:	  Fawcett	  Crest	  Books.	  

Baker,	  A.	  (1998).	  Painting	  and	  poetry	  as	  autobiography	  and	  grief	  work.	  In	  E.J.	  Saccá	  &	  E.	  
Zimmerman	  (Eds.),	  Women	  art	  educators	  IV:	  Herstories,	  ourstories,	  future	  stories	  (pp.	  
87-‐99).	  Boucherville,	  QB:	  Canadian	  Society	  for	  Education	  through	  Art.	  

Barnard,	  M.	  (1996).	  Fashion	  as	  communication.	  New	  York,	  NY:	  Routledge.	  

Barney,	  D.	  T.	  (2009).	  A	  study	  of	  dress	  through	  artistic	  inquiry:	  Provoking	  understandings	  of	  
artist,	  researcher,	  and	  teacher	  identities.	  Unpublished	  doctoral	  dissertation,	  University	  
of	  British	  Columbia,	  Vancouver,	  Canada.	  

Barney,	  D.	  T.	  (2013).	  What	  saved	  me.	  UNESCO	  Observatory	  Multi-‐Disciplinary	  Journal	  in	  the	  
Arts,	  3(1),	  1-‐13.	  	  



	  

179	  
	  

Barone,	  T.	  &	  Eisner,	  E.	  W.	  (1997).	  Arts-‐based	  educational	  research.	  In	  R.M.	  Jaeger	  (Ed.),	  
Complementary	  methods	  for	  research	  in	  education	  (pp.	  73-‐116).	  Washington,	  DC:	  
American	  Educational	  Research	  Association.	  	  

Barone,	  T.	  &	  Eisner,	  E.	  W.	  (2012).	  Arts	  based	  research.	  Thousand	  Oaks,	  CA:	  Sage.	  	  

Barthes,	  R.	  (1983).	  The	  fashion	  system,	  (M.	  Ward	  &	  R.	  Howard,	  Trans.).	  New	  York,	  NY:	  Hill	  and	  
Wang.	  (Original	  work	  published	  in	  1967)	  

Barrett,	  T.	  M.	  (2004).	  Investigating	  art	  criticism	  in	  education:	  An	  autobiographical	  narrative.	  In	  
E.W.	  Eisner	  &	  M.D.	  Day	  (Eds.),	  Handbook	  of	  research	  and	  policy	  in	  art	  education	  (pp.	  
725-‐750).	  Manwah,	  NJ:	  Lawrence	  Erlbaum	  Associates.	  

Barrett,	  T.	  M.	  (2011).	  Experiencing	  art	  with	  the	  ill,	  the	  elderly,	  and	  their	  caregivers.	  Teaching	  
Artist	  Journal,	  9(2),	  90-‐100.	  	  

Barrett,	  T.	  M.,	  Smith-‐Shank,	  D.	  L.,	  &	  Stuhr,	  P.	  (2008).	  Three	  art	  educators	  in	  cancer	  world.	  
Journal	  of	  Cultural	  Research	  in	  Art	  Education,	  26,	  3-‐23.	  	  

Beckerman,	  I.	  (2005).	  Love,	  loss,	  and	  what	  I	  wore.	  Chapel	  Hill,	  NC:	  Algonquin	  Books.	  

Beer,	  V.	  (1992).	  Do	  museums	  have	  curriculum?	  In	  Museum	  Education	  Roundtable,	  Patterns	  in	  
practice:	  Selections	  from	  the	  Journal	  of	  Museum	  Education	  (pp.	  209-‐214).	  Washington,	  
DC:	  Museum	  Education	  Roundtable.	  

Begg,	  A.	  J.	  C.	  (2008).	  Emerging	  curriculum.	  Rotterdam,	  Netherlands:	  Sense	  Publishers.	  	  

Belenky,	  M.,	  Clinchy,	  B.,	  Goldberger,	  N.,	  &	  Tarule,	  J.	  (1986).	  Women’s	  ways	  of	  knowing.	  New	  
York,	  NY:	  Basic	  Books.	  

Belk,	  R.	  W.	  &	  Wallendorf,	  M.	  (1994).	  Of	  mice	  and	  men:	  gender	  identity	  in	  collecting.	  In	  S.	  M.	  
Pearse	  (Ed.),	  Interpreting	  objects	  and	  collections	  (pp.	  240-‐253).	  New	  York,	  NY:	  
Routledge.	  

Belloli,	  A.	  P.	  &	  Godard,	  K.	  (1994).	  Make	  your	  own	  museum.	  New	  York,	  NY:	  Ticknor	  &	  Fields.	  	  

Belsey,	  C.	  (2002).	  Poststructuralism:	  A	  very	  short	  introduction.	  New	  York,	  NY:	  Oxford.	  

Berard,	  M.	  F.	  (2013).	  	  Preparing	  a	  gallery	  talk	  as	  living	  inquiry:	  Exploring	  the	  spaces	  in-‐between	  
knowledge	  in	  art	  museum	  education.	  	  UNESCO	  Observatory	  Multi-‐Disciplinary	  Journal	  in	  
the	  Arts,	  3(1),	  1-‐23.	  	  

Berger,	  J.	  (1977).	  Ways	  of	  seeing.	  New	  York,	  NY:	  Penguin	  Books.	  	  



	  

180	  
	  

Berry,	  N.	  W.	  &	  Mayer,	  S.	  (1989).	  Museum	  education:	  History,	  theory,	  and	  practice.	  Reston,	  VA:	  
National	  Art	  Education	  Association.	  	  

Bey,	  S.	  (2015).	  Editorial:	  Reframing	  fail(lure):	  Failure	  to	  see?	  Failure	  to	  connect?	  Failure	  to	  be?	  
The	  Journal	  of	  Social	  Theory	  in	  Art	  Education,	  35,	  i-‐v.	  	  	  

Bickel,	  B.	  (2008).	  Unveiling	  a	  sacred	  aesthetic:	  A/r/tography	  as	  ritual.	  In	  S.	  Springgay,	  R.	  L.	  Irwin,	  
C.	  Leggo,	  &	  P.	  Gouzouasis	  (Eds.),	  Being	  with	  a/r/tography	  (pp.	  81-‐94).	  Rotterdam,	  
Netherlands:	  Sense.	  

Bicknell,	  S.	  &	  Mann,	  P.	  (1994).	  A	  picture	  of	  visitors	  for	  exhibition	  developers.	  In	  E.	  Hooper-‐
Greenhill	  (Ed.),	  The	  educational	  role	  of	  the	  museum	  (pp.	  195-‐203).	  New	  York,	  NY:	  
Routledge.	  	  

Blazwick,	  I.	  (2006).	  Temple/white	  cube/laboratory.	  In	  P.	  Marincola	  (Ed.),	  What	  makes	  a	  great	  
exhibition?	  (pp.	  118-‐	  133).	  PA:	  Philadelphia	  Exhibition	  Initiative.	  

Bloom,	  L.	  R.	  (1998).	  Under	  the	  sign	  of	  hope:	  Feminist	  methodology	  and	  narrative	  interpretation.	  
Albany:	  State	  University	  of	  New	  York	  Press.	  	  

Bolin,	  P.	  E.	  &	  Blandy,	  D.	  (2011).	  Matter	  matters:	  Art	  education	  and	  material	  culture	  studies.	  	  
Reston,	  VA:	  National	  Art	  Education	  Association.	  

Bolt,	  B.	  (2013).	  Introduction:	  Toward	  a	  ‘new	  materialism’	  through	  the	  arts.	  	  In	  E.	  Barrett	  &	  B.	  
Bolt	  (Eds.),	  Carnal	  knowledge:	  Towards	  a	  ‘new	  materialism’	  through	  the	  arts	  (pp.	  1-‐13).	  
New	  York,	  NY:	  I.	  B.	  Touris.	  

Brandes,	  G.	  &	  Fels,	  L.	  (2006).	  Re-‐imagining	  curriculum:	  Researching	  as	  curriculum	  making.	  
Educational	  Insights,	  10(1).	  	  Retrieved	  April	  15,	  2011,	  from	  
http://www.ccfi.edduc.ubc.ca/publication/insights/v10n01/into/intro.html	  

Branson,	  J.	  (2011	  April	  1).	  Digging	  up	  the	  past	  with	  young	  curators.	  [Web	  site].	  Retrieved	  April	  
1,	  2011,	  from	  www.show.me.uk/site/show/STO1068.html.	  

Brenson,	  M.	  (1998).	  The	  curator’s	  moment:	  Trends	  in	  the	  field	  of	  international	  contemporary	  
art	  Exhibitions.	  Art	  Journal,	  57(4),	  16-‐27.	  	  

Brogden,	  L.	  (2008).	  art-‐/I/f/act-‐ology:	  Curricular	  artifacts	  in	  autoethnographic	  research.	  
Qualitative	  Inquiry,	  14(6),	  851-‐864.	  	  

Broude,	  N.	  &	  Garrard,	  M.	  D.	  (Eds.).	  (1982).	  Feminism	  and	  art	  history:	  Questioning	  the	  litany.	  	  
New	  York,	  NY:	  Harper	  &	  Row.	  	  



	  

181	  
	  

Buffington,	  M.	  (2007).	  Six	  themes	  in	  the	  history	  of	  museum	  education.	  In	  P.	  Villeneuve,	  (Ed.),	  
From	  periphery	  to	  center:	  Art	  museum	  education	  in	  the	  21st	  century	  (pp.	  12-‐20).	  Reston,	  
VA:	  National	  Art	  Education	  Association.	  

Bullough,	  R.	  &	  Pinnegar,	  S.	  (2001).	  Guidelines	  for	  quality	  in	  autobiographical	  forms	  of	  self-‐study	  
research.	  Educational	  Researcher,	  30(3),	  13-‐21.	  	  

Butler,	  J.	  (1990).	  Gender	  trouble:	  Feminism	  and	  the	  subversion	  of	  identity.	  New	  York,	  NY:	  
Routledge.	  

Butler,	  J.	  (2004a).	  Precarious	  life:	  The	  powers	  of	  mourning	  and	  violence.	  London,	  UK:	  Verso.	  

Butler,	  J.	  (2004b).	  Undoing	  gender.	  New	  York,	  NY:	  Routledge.	  

Butler,	  J.	  (2005).	  Giving	  an	  account	  of	  oneself.	  New	  York,	  NY:	  Fordham	  University	  Press.	  	  

Bye,	  E.	  &	  McKinney,	  E.	  (2007).	  Sizing	  up	  the	  wardrobe:	  Why	  we	  keep	  clothes	  that	  do	  not	  fit.	  	  
Fashion	  Theory,	  11(4),	  483-‐498.	  	  	  

Calderoni,	  I.	  (2011).	  Creating	  shows:	  Some	  notes	  on	  exhibition	  aesthetics	  at	  the	  end	  of	  the	  

sixties.	  In	  P.	  O’Neill	  (Ed.),	  Curating	  subjects	  (pp.	  63-‐79).	  London,	  UK:	  Open	  Editions.	  

Cann,	  S.	  (2012).	  The	  identity	  of	  the	  curator	  and	  educator:	  A	  phenomenological	  analysis	  of	  the	  
curation	  of	  Postcards	  from	  Home.	  Unpublished	  master	  thesis,	  Concordia	  University	  
Montreal,	  Quebec,	  Canada.	  	  

Carmanica,	  J.	  (2008,	  November	  27).	  Ludacris	  as	  curator	  of	  his	  own	  hip-‐hop	  museum.	  The	  New	  
York	  Times.	  Retrieved	  July	  15,	  2011	  from	  
http://www.nytimes.com/2008/11/27/arts/music/27luda.html	  

Carter,	  M.	  R.	  (2013).	  Becoming	  crossroads:	  An	  a/r/tographic	  journey	  in	  the	  borderlands.	  
UNESCO	  Observatory	  Multi-‐Disciplinary	  Journal	  in	  the	  Arts,	  3(1),	  1-‐8.	  	  

Carson,	  J.	  (2015,	  January	  15).	  (Re)viewing	  Mary	  Kelly’s	  post-‐partum	  document.	  [Website]	  
Retrieved	  January	  15,	  2015,	  from	  julicarson.com/wordpress/wp-‐content/uploads	  

Caston,	  E.	  &	  Schneider,	  B.	  B.	  (2007).	  Some	  historical	  notes	  on	  the	  NAEA	  Museum	  Education	  
Division.	  In	  P.	  Villeneuve,	  (Ed.),	  From	  periphery	  to	  center:	  Art	  museum	  education	  in	  the	  
21st	  century	  (p.	  14).	  Reston,	  VA:	  National	  Art	  Education	  Association.	  	  

Chadwick,	  W.	  (1990).	  Women,	  art,	  and	  society.	  	  New	  York,	  NY:	  Thames	  and	  Hudson.	  

Charlesworth,	  J.	  J.	  (2006).	  Curating	  doubt.	  Art	  Monthly,	  294(March),	  1-‐4.	  	  



	  

182	  
	  

Check,	  E.	  (2005).	  (Un)becoming	  working	  class?	  Living	  across	  the	  lines.	  The	  Journal	  of	  Social	  
Theory	  in	  Art	  Education,	  25,	  45-‐68.	  	  

Chodorow,	  N.	  J.	  (1999).	  The	  reproduction	  of	  mothering:	  Psychoanalysis	  and	  the	  sociology	  of	  
gender.	  Berkley:	  University	  of	  California	  Press.	  

Church,	  K.	  (2008).	  	  Exhibiting	  as	  inquiry:	  Travels	  of	  an	  accidental	  curator.	  	  In	  J.G.	  Knowles	  &	  A.L.	  
Cole	  (Eds.),	  Handbook	  of	  the	  arts	  in	  qualitative	  research”	  Perspectives,	  methodologies,	  
examples,	  and	  issues	  (pp.	  421-‐434).	  	  New	  York,	  NY:	  Sage.	  	  

Clandinin,	  D.	  &	  Connelly,	  F.	  (2000).	  Narrative	  inquiry:	  Experience	  and	  story	  in	  qualitative	  	  
	   research.	  San	  Francisco,	  CA:	  Jossey-‐Bass.	  

Collins,	  G.	  &	  Sandell,	  R.	  (1984).	  Women,	  art,	  and	  education.	  Reston,	  VA:	  National	  Art	  Education	  
Association.	  	  

Cosgrove,	  L.	  (2003).	  Feminism,	  postmodernism,	  and	  psychological	  research.	  Hypatia,	  18,	  85-‐
247.	  

Cottell,	  F.	  &	  Schoettle,	  M.	  (1986).	  Conceptual	  clothing.	  Birmingham,	  UK:	  Ikon	  Gallery.	  

Coxall,	  H.	  (1994).	  Museum	  text	  as	  mediated	  message.	  In	  E.	  Hooper-‐Greenhill	  (Ed.),	  The	  
educational	  role	  of	  the	  museum	  (pp.	  132-‐139).	  	  New	  York,	  NY:	  Routledge.	  

Csikszentmihalyi,	  M.	  &	  Hermanson,	  K.	  (1995).	  Intrinsic	  motivation	  in	  museums:	  Why	  does	  one	  
want	  to	  learn?	  In	  J.	  H.	  Falk	  &	  L.	  D.	  Dierking	  (Eds.),	  Public	  institutions	  for	  personal	  
learning:	  Establishing	  a	  research	  agenda	  (pp.67-‐78).	  Washington,	  DC:	  American	  
Association	  of	  Museums.	  	  

D’Acquisto,	  L.	  (2006).	  Learning	  on	  display:	  Student-‐created	  museums	  that	  build	  understanding.	  
Alexandria,	  VA:	  Association	  for	  Supervision	  and	  Curriculum	  Development.	  

Davis,	  F.	  (1992).	  Fashion,	  culture,	  and	  identity.	  IL:	  The	  University	  of	  Chicago	  Press.	  

de	  Cosson,	  A.	  (2004).	  The	  hermeneutic	  dialogic:	  Finding	  patterns	  midst	  the	  aporia	  of	  the	  
artist/researcher/teacher	  (Rewrite#10	  in	  this	  context).	  In	  R.	  L.	  Irwin	  &	  A.	  de	  Cosson	  
(Eds.),	  A/r/tography:	  Rendering	  self	  through	  arts-‐based	  living	  inquiry	  (pp.	  127-‐152).	  
Vancouver,	  Canada:	  Pacific	  Educational	  Press.	  

de	  Zegher,	  C.	  (1996).	  	  Cecilia	  Vicuña’s	  ouvrage:	  knot	  a	  not,	  notes	  on	  knots.	  	  In	  G.	  Pollock	  (Ed.),	  
Generations	  and	  geographies	  in	  the	  visual	  arts:	  Feminist	  readings	  (pp.	  197-‐216).	  	  New	  
York,	  NY:	  Routledge.	  



	  

183	  
	  

Deleuze,	  G.	  &	  Guattari,	  F.	  (1987).	  A	  thousand	  plateaus:	  Capitalism	  and	  schizophrenia.	  London,	  
UK:	  Athlone	  Press.	  

Derrida,	  J.	  (1978).	  Writing	  and	  difference.	  IL:	  University	  of	  Chicago	  Press.	  

Dias,	  B.	  (2006).	  Border	  epistemologies:	  Looking	  at	  Almod's	  queer	  genders	  and	  their	  implications	  
for	  visual	  culture	  education.	  Unpublished	  doctoral	  dissertation,	  University	  of	  British	  
Columbia,	  Vancouver,	  Canada.	  

Dicker,	  R.	  &	  Piepmeier,	  A.	  (2003).	  Catching	  a	  wave:	  Reclaiming	  feminism	  for	  the	  21st	  century.	  	  
Boston,	  MA:	  Northeastern	  University	  Press.	  	  

Duncum,	  P.	  (2006).	  	  Visual	  culture	  in	  the	  art	  class:	  Case	  studies.	  Reston,	  VA:	  National	  Art	  
Education	  Association.	  

EatMeDaily.	  (2009,	  July	  27).	  Re:	  Epic	  hoarding:	  “Waste	  not”	  by	  Song	  Dong	  at	  the	  Museum	  of	  
Modern	  Art.	  [Web	  blog].	  Retrieved	  April	  15,	  2011,	  from	  
www.eatmedaily.com/.../epichoarding-‐waste-‐not-‐by-‐song-‐dong-‐at-‐the-‐museum-‐of-‐
modern-‐art/	  

Eisenberg,	  A.,	  Murkoff,	  H.E.,	  &	  Hathaway,	  S.	  E.	  (1991).	  What	  to	  expect	  when	  you’re	  expecting.	  
New	  York,	  NY:	  Workman	  Publishing.	  

Eisner,	  E.	  &	  Dobbs,	  S.	  (1986).	  The	  uncertain	  profession:	  Observations	  on	  the	  state	  of	  museum	  
education	  in	  twenty	  American	  art	  museums.	  Los	  Angeles,	  CA:	  Getty	  Center	  for	  Education	  
in	  the	  Arts.	  

Entwistle,	  J.	  (2000).	  Fashion	  and	  the	  fleshy	  body:	  Dress	  as	  embodied	  practice.	  Fashion	  Theory,	  
4(3),	  323-‐348.	  	  

Entwistle,	  J.	  &	  Wilson,	  E.	  (Eds.).	  (2001).	  Body	  dressing.	  New	  York,	  NY:	  Berg.	  

Ephron,	  N.	  &	  Ephron,	  D.	  (2008).	  	  Love,	  loss	  and	  what	  I	  wore.	  New	  York,	  NY:	  Dramatists	  Play	  
Service	  Incorporated.	  

Erkarv,	  M.	  (1994).	  Combating	  redundancy:	  Writing	  texts	  for	  exhibitions.	  In	  E.	  Hooper-‐Greenhill	  
(Ed.),	  The	  educational	  role	  of	  the	  museum	  (pp.	  140-‐143).	  	  New	  York,	  NY:	  Routledge.	  	  

Everything	  but	  the	  Girl.	  (1988).	  Apron	  strings.	  On	  Idlewild	  [CD].	  London,	  UK:	  Blanco	  y	  Negro	  
Records.	  

Falk,	  J.	  H.	  &	  Dierking,	  L.	  D.	  (1992).	  The	  museum	  experience.	  Washington,	  DC:	  Whalesback	  Books.	  	  



	  

184	  
	  

Falk,	  J.	  H.	  &	  Dierking,	  L.	  D.	  (2000).	  Learning	  from	  museums:	  Visitor	  experiences	  and	  the	  making	  
of	  meaning.	  Walnut	  Creek,	  CA:	  Alta	  Mira	  Press.	  

Farquharson,	  A.	  (2003).	  I	  curate,	  you	  curate,	  we	  curate.	  Art	  Monthly,	  269(September),	  7-‐10.	  	  

Felshin,	  N.	  (1994).	  Empty	  dress:	  Clothing	  as	  surrogate	  in	  recent	  art.	  New	  York,	  NY:	  Independent	  
Curators	  Incorporated.	  	  

Ferguson,	  K.	  E.	  (1993).	  The	  man	  question:	  Visions	  of	  subjectivity	  in	  feminist	  theory.	  Berkeley:	  
University	  of	  California	  Press.	  	  

Ferris,	  A.	  (1994).	  Discursive	  dress.	  Sheboygan,	  WI:	  John	  Michael	  Kohler	  Arts	  Center	  of	  the	  
Sheboygan	  Arts	  Foundation.	  

Flood,	  A.,	  Grauer,	  K.,	  Irwin,	  R.L.,	  &	  Zimmerman,	  E.	  (2004).	  Art	  educator’s	  road	  show:	  How	  
collecting	  stuff	  can	  enhance	  art	  education	  practice.	  In	  D.	  Smith-‐Shank	  (Ed.),	  Semiotics	  
and	  visual	  culture:	  sights,	  signs,	  and	  significance	  (pp.	  15-‐24).	  Reston,	  VA:	  National	  Art	  
Education	  Association.	  

Fox,	  J.	  H.	  &	  Schlegel,	  A.	  I.	  (Eds.).	  (2005).	  Pattern	  as	  language:	  Clothing	  as	  communicator.	  
Medford,	  MA:	  Tufts	  University.	  

Friedman,	  S.	  S.	  (1998).	  	  Mappings:	  Feminism	  and	  the	  cultural	  geographies	  of	  encounter.	  	  NJ:	  
Princeton	  University	  Press.	  

Freedman,	  K.	   (2003).	  Teaching	  visual	  culture:	  Curriculum,	  aesthetics,	  and	  the	  social	   life	  of	  art.	  
Reston,	  VA:	  National	  Art	  Education	  Association.	  

Friedan,	  B.	  (1962).	  The	  feminine	  mystique.	  New	  York,	  NY:	  W.	  W.	  Norton	  &	  Company.	  

Gannon,	  S.	  &	  Davies,	  B.	  (2007).	  Postmodern,	  poststructural,	  and	  critical	  theories.	  In	  S.	  Hesse-‐
Biber	  (Ed.),	  Handbook	  of	  feminist	  research:	  Theory	  and	  practice	  (pp.	  71-‐106).	  Thousand	  
Oaks,	  CA:	  Sage.	  

Garoian,	  C.	  (2001).	  Performing	  the	  museum.	  Studies	  in	  Art	  Education,	  42(3),	  234-‐248.	  	  

Gluck,	  S.	  &	  Patai,	  D.	  (Eds.).	  (1991).	  Women’s	  words.	  New	  York,	  NY:	  Routledge.	  

Goran,	  J.	  (2007).	  Performing	  openness:	  Learning	  with	  our	  audiences	  and	  changing	  ourselves.	  In	  
P.	  Villeneuve	  (Ed.),	  From	  periphery	  to	  center:	  Art	  museum	  education	  in	  the	  21st	  century	  
(pp.	  241-‐249).	  Reston,	  VA:	  National	  Art	  Education	  Association.	  

Gordon,	  C.	  (Ed.).	  (1980).	  Power/knowledge:	  Michel	  Foucault:	  Select	  interviews	  and	  other	  
writings	  1972-‐1977.	  New	  York,	  NY:	  Pantheon	  Books.	  



	  

185	  
	  

Gouzouasis,	  P.	  (2008).	  Toccata	  on	  assessment,	  validity	  &	  interpretation.	  In	  S.	  Springgay,	  R.	  L.	  
Irwin,	  C.	  Leggo,	  &	  P.	  Gouzouasis	  (Eds.),	  Being	  with	  a/r/tography	  (pp.	  221-‐232).	  
Rotterdam,	  Netherlands:	  Sense.	  

Graddy,	  L.	  &	  Pastan,	  A.	  (2014).	  The	  Smithsonian	  first	  ladies	  collection.	  Washington,	  DC:	  
Smithsonian	  Books.	  	  

Grauer,	  K.,	  Irwin,	  R.	  L.,	  &	  Zimmerman,	  E.	  (Eds.).	  (2003).	  Women	  art	  educators	  V:	  Conversations	  
across	  time:	  Remembering,	  revisioning,	  reconsidering.	  Reston,	  VA:	  National	  Art	  
Education	  Association.	  	  

Gray,	  C.	  &	  Malins,	  J.	  (2004).	  Visualizing	  research:	  A	  guide	  to	  the	  research	  process	  in	  art	  and	  
design.	  Burlington,	  VT:	  Ashgate.	  

Greenberg,	  R.,	  Ferguson,	  B.	  W.,	  &	  Nairne,	  S.	  (Eds.).	  (1996).	  Thinking	  about	  exhibitions.	  New	  
York,	  NY:	  Routledge.	  

Greg,	  G.	  (2010,	  July	  1).	  Your	  labels	  make	  me	  feel	  stupid.	  Artnews.	  [Website].	  Retrieved	  June	  15,	  
2011,	  from	  http://www.artnews.com/2010/07/01/your-‐labels-‐make-‐me-‐feel-‐stupid/	  

Griffiths,	  M.	  (1995).	  Feminisms	  and	  the	  self:	  The	  web	  of	  identity.	  New	  York,	  NY:	  Routledge.	  

Grimes,	  R.	  (1995).	  Beginnings	  in	  ritual	  studies.	  Columbia:	  University	  of	  South	  Carolina	  Press.	  

Grumet,	  M.	  R.	  (1981).	  Restitution	  and	  reconstruction	  of	  educational	  experience:	  An	  
autobiographical	  method	  for	  curriculum	  theory.	  In	  M.	  Lown	  &	  L.	  Barton	  (Eds.),	  
Rethinking	  curriculum	  studies	  (pp.	  115-‐130).	  London,	  UK:	  Croom	  Helm.	  	  

Grumet,	  M.	  R.	  (1988).	  Bittermilk:	  Women	  and	  teaching.	  Amherst:	  The	  University	  of	  
Massachusetts	  Press.	  	  

Grumet,	  M.	  R.	  (2004).	  	  My	  green	  robe:	  Scholae	  personae.	  In	  S.	  Weber	  &	  C.	  Mitchell	  (Eds.),	  Not	  
just	  any	  dress:	  Narratives	  of	  memory,	  body,	  and	  identity	  (pp.	  89-‐98).	  New	  York,	  NY:	  
Peter	  Lang.	  

Gude,	  O.	  (2004).	  Postmodern	  principles:	  In	  search	  of	  a	  21st	  century	  art	  education.	  Art	  Education,	  
57(1),	  6-‐14.	  

Halberstam,	  J.	  (2011).	  The	  queer	  art	  of	  failure.	  Durham,	  NC:	  Duke	  University	  Press.	  	  

Haseman,	  B.	  (2010).	  Rupture	  and	  recognition.	  In	  E.	  Barrett	  &	  B.	  Bolt	  (Eds.),	  Practice	  as	  research:	  
Approaches	  to	  creative	  arts	  enquiry	  (pp.	  147-‐57).	  New	  York,	  NY:	  I.B.	  Tauris.	  	  

Hein,	  G.	  E.	  (1998).	  Learning	  in	  the	  museum.	  New	  York,	  NY:	  Routledge.	  	  



	  

186	  
	  

Hertz,	  B.S.	  (Ed.).	  (2011).	  Song	  Dong:	  Dad	  and	  mom,	  don’t	  worry	  about	  us,	  we	  are	  all	  well.	  New	  
York,	  NY:	  Distributed	  Art	  Publishers.	  	  

Higgs,	  M.	  (2002).	  Between	  the	  audience	  and	  the	  stage.	  In	  C.	  Thomas	  (Ed.),	  The	  edge	  of	  
everything:	  Reflections	  on	  curatorial	  practice	  (pp.	  15-‐22).	  Toronto,	  ON:	  Banff	  Centre	  
Press.	  

Hillerbrandmagsamen	  (2016,	  January	  13)	  Hillerbrand	  +	  Magsamen.	  [Website]	  Retrieved	  January	  
13,	  2016,	  from	  http://www.hillerbrandmagsamen.com/portfolio-‐item/comfort	  

Hirzy,	  E.	  C.	  (Ed.).	  (1992).	  Excellence	  and	  equity:	  Education	  and	  the	  public	  dimension	  of	  museums.	  
Washington,	  DC:	  American	  Association	  of	  Museums.	  	  

Hollander,	  A.	  (1980).	  Seeing	  through	  clothes.	  New	  York,	  NY:	  Avon	  Books.	  

Hollander,	  A.	  (1994).	  Sex	  and	  suits:	  The	  evolution	  of	  modern	  dress.	  New	  York,	  NY:	  Alfred	  A.	  
Knopf.	  

Hooper-‐Greenhill,	  E.	  (1992).	  Museums	  and	  the	  shaping	  of	  knowledge.	  New	  York,	  NY:	  Routledge.	  	  

Hooper-‐Greenhill,	  E.	  (1994a).	  Museum	  and	  gallery	  education.	  London,	  UK:	  Leicester	  University	  
Press.	  	  

Hooper-‐Greenhill,	  E.	  (Ed).	  (1994b).	  The	  educational	  role	  of	  the	  museum.	  New	  York,	  NY:	  
Routledge.	  	  

Hooper-‐Greenhill,	  E.	  (2000).	  Museums	  and	  the	  interpretation	  of	  visual	  culture.	  New	  York,	  NY:	  
Routledge.	  	  

Hooper-‐Greenhill,	  E.	  (2007).	  Museums	  and	  education:	  purpose,	  pedagogy,	  performance.	  New	  
York,	  NY:	  Routledge.	  	  

Hung,	  W.	  (2011).	  Waste	  not:	  Zhao	  Xiangyuan	  and	  Song	  Dong.	  In	  B.	  S.	  Hertz	  (Ed.),	  Song	  Dong:	  
Dad	  and	  mom,	  don’t	  worry	  about	  us,	  we	  are	  all	  well	  (pp.17-‐39).	  New	  York,	  NY:	  
Distributed	  Art	  Publishers.	  	  

Ironside,	  P.	  (2003).	  New	  pedagogies	  for	  teaching	  thinking:	  The	  lived	  experiences	  of	  students	  
and	  teachers	  enacting	  narrative	  pedagogy.	  Journal	  of	  Nursing	  Education	  42(11),	  509-‐
516.	  

Irwin,	  R.	  L.	  (2004).	  A/r/tography:	  A	  metonymic	  métissage.	  In	  R.	  L.	  Irwin	  &	  A.	  de	  Cosson	  (Eds.),	  
A/r/tography:	  Rendering	  self	  through	  arts-‐based	  living	  inquiry	  (pp.	  27-‐38).	  Vancouver,	  
Canada:	  Pacific	  Educational	  Press.	  



	  

187	  
	  

Irwin,	  R.	  L.	  (2007).	  Plumbing	  the	  depths	  of	  being	  fully	  alive.	  In	  L.	  Bresler	  (Ed.),	  International	  
Handbook	  of	  Research	  in	  Arts	  Education,	  Part	  2.	  (pp.	  1401-‐1404).	  Dordrecht,	  
Netherlands:	  Springer.	  

Irwin,	  R.	  L.	  (2013).	  	  Becoming	  a/r/tography.	  Studies	  in	  Art	  Education,	  54(3),	  198-‐215.	  

Irwin,	  R.	  L.,	  Beer,	  R.,	  Springgay,	  S.,	  &	  Grauer,	  K.	  (2006).	  The	  rhizomatic	  relations	  of	  a/r/tography.	  
Studies	  in	  Art	  Education,	  48(1),	  70-‐89.	  	  

Irwin,	  R.	  L.	  &	  de	  Cosson,	  A.	  (2004).	  A/r/tography:	  Rendering	  the	  self	  through	  Arts-‐based	  living	  
inquiry.	  Vancouver,	  Canada:	  Pacific	  Educational	  Press.	  

Irwin,	  R.	  L.	  &	  Springgay,	  S.	  (2008).	  A/r/tography	  as	  practice-‐based	  research.	  In	  S.	  Springgay,	  R.	  L.	  
Irwin,	  C.	  Leggo,	  &	  P.	  Gouzouasis	  (Eds.),	  Being	  with	  a/r/tography	  (pp.	  xix-‐xxxiii).	  
Rotterdam,	  Netherlands:	  Sense.	  

Irwin,	  R.	  L.,	  Springgay,	  S.	  &	  de	  Cosson,	  A.	  (2008).	  The	  liminal	  (s)p(l)aces	  of	  a/r/tography.	  	  In	  Four	  
Arrows	  aka	  Don	  Trent	  Jacobs	  (Ed.),	  The	  authentic	  dissertation:	  Alternative	  ways	  of	  
knowing	  research	  and	  representation	  (pp.	  241-‐248).	  London,	  UK:	  Routledge	  of	  Taylor	  
and	  Francis	  Books.	  	  

Irwin,	  R.	  L.,	  Stephenson,	  W.,	  Robertson,	  H.,	  Neale,	  A.,	  Mastri,	  R.,	  &	  Crawford,	  N.	  (1998).	  Quilting	  
as	  metaphor:	  creating	  a	  feminist	  political	  consciousness	  for	  art	  pedagogues.	  	  In	  E.	  Saccá,	  
&	  E.	  Zimmerman	  (Eds.),	  Women	  art	  educators	  IV:	  Herstories,	  ourstories,	  future	  stories	  
(pp.	  100-‐111).	  Boucherville,	  Quebec:	  Canadian	  Society	  for	  Education	  through	  Art.	  	  

Jacobs,	  D.T.	  (Ed.).	  (2008).	  Day	  four:	  Documentary	  film	  and	  photographs.	  In	  The	  authentic	  
dissertation:	  Alternative	  ways	  of	  knowing,	  research,	  and	  representation	  (pp.	  121-‐40).	  	  
New	  York,	  NY:	  Routledge.	  	  

Jaksch,	  M.	  (2003).	  Troubling	  histories:	  Schooled	  identities	  &	  autobiographical	  explorations.	  In	  K.	  
Grauer,	  R.L.	  Irwin,	  &	  E.	  Zimmerman	  (Eds.),	  Women	  art	  educators	  V:	  Conversations	  across	  
time.	  Remembering	  revisioning	  reconsidering	  (pp.	  144-‐149).	  Reston,	  VA:	  National	  Art	  
Education	  Association.	  

Kalin,	  N.	  M.	  (2014).	  A/r/tography	  as	  interdisciplinary	  turning.	  Visual	  Inquiry:	  Learning	  &	  
Teaching	  Art,	  3(2),	  131-‐146.	  

Katekretz.com	  (2016,	  January	  15).	  Motherhood.	  [Web	  site].	  Retrieved	  January	  15,	  2016,	  from	  
http://www.katekretz.com/new-‐gallery-‐2/	  

Kelly,	  L.	  (2009,	  October,	  14).	  Writing	  text	  and	  labels.	  [Website].	  Retrieved	  October	  14,	  200from:	  
http://australianmuseum.net.au/Writing-‐Text-‐and-‐Labels	  



	  

188	  
	  

Kendall,	  E.	  (2008).	  Autobiography	  of	  a	  wardrobe.	  New	  York,	  NY:	  Pantheon	  Books.	  

Kidwell,	  C.	  B.	  &	  Steele,	  V.	  (1989).	  Men	  and	  women:	  Dressing	  the	  part.	  Washington,	  DC:	  
Smithsonian	  Institution	  Press.	  	  

Kincheloe,	  J.	  (2001).	  Describing	  the	  bricolage:	  Conceptualizing	  a	  new	  rigor	  in	  qualitative	  
research.	  Qualitative	  Inquiry,	  7(6),	  679-‐692.	  	  

Kincheloe,	  J.	  (2005).	  On	  to	  the	  next	  level:	  Continuing	  the	  conceptualization	  of	  the	  bricolage.	  
Qualitative	  Inquiry,	  11(3),	  323-‐350.	  	  

Kind,	  S.	  (2006).	  Of	  stones	  and	  silences:	  Storying	  the	  trace	  of	  the	  other	  in	  autobiographical	  and	  
textile	  text	  of	  art/teaching.	  Unpublished	  doctoral	  dissertation,	  University	  of	  British	  
Columbia,	  Vancouver,	  Canada.	  

Kinser,	  A.	  E.	  (2004).	  Negotiating	  spaces	  for/through	  third-‐wave	  feminism.	  NWSA	  Journal,	  16(3),	  
124-‐153.	  	  	  

Kontturi,	  K.	  (2013).	  From	  double	  navel	  to	  particle-‐sign:	  Toward	  the	  A-‐signifying	  work	  of	  
painting.	  In	  E.	  Barrett	  &	  B.	  Bolt	  (Eds.),	  Carnal	  knowledge:	  Towards	  a	  ‘new	  materialism’	  
through	  the	  arts	  (pp.	  17-‐27).	  New	  York,	  NY:	  I.	  B.	  Tauris.	  

Krasny,	  E.	  (2013).	  Introduction.	  In	  H.	  Von,	  E.	  Krasny	  &	  F.	  Meran	  (Eds.),	  Women’s	  museum:	  
Curatorial	  politics	  in	  feminism,	  education,	  history,	  and	  art	  (pp.	  11-‐29).	  Verlag,	  Vienna:	  
Löcker.	  

Kuhn,	  A.	  (2004).	  A	  credit	  to	  her	  mother.	  In	  S.	  Weber	  &	  C.	  Mitchell	  (Eds.),	  Not	  just	  any	  dress:	  
Narratives	  of	  memory,	  body,	  and	  identity	  (pp.	  111-‐125).	  New	  York,	  NY:	  Peter	  Lang.	  	  

La	  Pierre,	  S.	  D.	  (1998).	  An	  autobiographical	  account:	  The	  development	  and	  understanding	  of	  
artistic	  expressiveness	  as	  a	  woman	  artist.	  In	  E.J.	  Saccá	  &	  E.	  Zimmerman	  (Eds.),	  Women	  
art	  educators	  IV:	  Herstories,	  ourstories,	  future	  stories	  (pp.	  112-‐118).	  Boucherville,	  QB:	  
Canadian	  Society	  for	  Education	  through	  Art.	  

Lather,	  P.	  (1991).	  Getting	  smart:	  Feminist	  research	  and	  pedagogy	  with/in	  the	  postmodern.	  New	  
York,	  NY:	  Routledge.	  

Lather,	  P.	  (1993).	  Fertile	  obsession:	  Validity	  after	  poststructuralism.	  Sociological	  Quarterly,	  34,	  
673-‐693.	  

Lather,	  P.	  (2000).	  Drawing	  the	  line	  at	  angels:	  Working	  the	  ruins	  of	  feminist	  ethnography.	  In	  E.	  A.	  
St.	  Pierre	  &	  W.	  S.	  Pillow	  (Eds.),	  Working	  the	  ruins:	  Feminist	  poststructural	  theory	  and	  
methods	  in	  education	  (pp.	  284-‐311).	  New	  York,	  NY:	  Routledge.	  	  



	  

189	  
	  

Lather,	  P.	  (2006).	  The	  validity	  of	  angels:	  Interpretive	  and	  textual	  strategies	  in	  researching	  the	  
lives	  of	  women	  with	  HIV/AIDS.	  In	  P.	  Atkinson	  &	  S.	  Delamont	  (Eds.),	  Narrative	  Methods,	  
Vol.	  II	  (pp.	  337-‐367).	  London,	  UK:	  Sage.	  

Lee,	  Y.	  C.	  (2007).	  Curating	  in	  a	  global	  age.	  In	  S.	  Rand	  &	  H.	  Kouris	  (Eds.),	  Cautionary	  tales:	  Critical	  
curating	  (pp.	  108-‐118).	  New	  York,	  NY:	  Apexart.	  

Linden,	  D.,	  Paroli,	  E.,	  &	  Doron,	  M.	  (2000).	  	  Preemies:	  the	  essential	  guide	  for	  parents	  of	  
premature	  babies.	  New	  York,	  NY:	  Pocket	  Books.	  	  

Lineburry,	  H.	  S.	  (1997).	  Art	  on	  the	  edge	  of	  fashion.	  Temple:	  Arizona	  State	  University.	  

Livsey,	  R.	  C.	  &	  Palmer,	  P.	  (1999).	  The	  courage	  to	  teach:	  A	  guide	  for	  reflection	  and	  renewal.	  San	  
Francisco,	  CA:	  Jossey-‐Bass.	  	  

Luke,	  J.	  J.	  &	  Adams,	  M.	  (2007).	  What	  research	  says	  about	  learning	  in	  art	  museums.	  In	  P.	  
Villeneuve	  (Ed.),	  From	  periphery	  to	  center:	  Art	  museum	  education	  in	  the	  21st	  century	  (pp.	  
31-‐40).	  Reston,	  VA:	  National	  Art	  Education	  Association.	  

Lurie,	  A.	  (1981).	  The	  language	  of	  clothes.	  New	  York,	  NY:	  Random	  House.	  

Masny,	  D.	  (Ed.).	  (2013).	  Cartographies	  of	  becoming	  in	  education:	  A	  Deleuze-‐Guattari	  
perspective.	  Rotterdam,	  Netherlands:	  Sense.	  

Mavor,	  C.	  (2004).	  Collecting	  loss:	  Photographs,	  dresses	  ‘paperies.’	  In	  Weber,	  S.	  &	  Mitchell,	  C.	  
(Eds.),	  Not	  just	  any	  dress:	  Narratives	  of	  memory,	  body,	  and	  identity	  (pp.	  15-‐38).	  	  New	  
York,	  NY:	  Peter	  Lang.	  	  

Mayer,	  M.	  (2007).	  Scintillating	  conversations	  in	  art	  museums.	  In	  P.	  Villeneuve	  (Ed.),	  From	  
periphery	  to	  center:	  Art	  museum	  education	  in	  the	  21st	  century,	  (pp.	  188-‐193).	  Reston,	  
VA:	  National	  Art	  Education	  Association.	  

Mayo	  Clinic.	  (2011	  April	  10).	  Hoarding:	  Definition.	  [Web	  site].	  Retrieved	  April	  10,	  2011,	  from	  
http://www.mayoclinic.com/health/hoarding/DS00966	  

McCartney,	  L.	  L.	  (2011).	  Unpacking	  self	  in	  clutter	  and	  cloth:	  Curator	  as	  	  

artist/researcher/teacher.	  [Research	  brief	  submission].	  In	  J.	  H.	  Rolling	  (2013),	  Arts-‐based	  
research	  primer	  (pp.	  138-‐141).	  New	  York,	  NY:	  Peter	  Lang.	  	  

McCartney,	  L.	  L.	  (2014).	  The	  courage	  to	  curate:	  Mapping	  communities	  of	  artistic	  practice	  

within	  c/a/r/tography.	  Visual	  Inquiry:	  Learning	  &	  Teaching	  Art	  3(2),	  189-‐202.	  

McCartney,	  L.	  L.	  (2015).	  Towards	  a	  poor	  exhibition:	  The	  fail(lure)	  of	  curare	  and	  currere.	  



	  

190	  
	  

Journal	  of	  Social	  Theory	  in	  Art	  Education,	  35,	  136-‐146.	  	  

McCune,	  S.	  L.	  (2013).	  Engaging	  a/r/tography	  to	  reveal	  contertransference:	  Enhancing	  self-‐
awareness	  in	  caregiving	  professionals.	  UNESCO	  Observatory	  Multi-‐Disciplinary	  Journal	  in	  
the	  Arts,	  3(1),	  1-‐17.	  	  

McDowell,	  L.	  (1999).	  Gender,	  identity,	  and	  place:	  Understanding	  feminist	  geographies.	  
Cambridge,	  UK:	  Polity	  Press.	  	  

McLean,	  K.	  (1999).	  Museum	  exhibitions	  and	  the	  dynamics	  of	  dialogue.	  Dadedalus,	  128(3),	  83-‐
107.	  

Mitchell,	  C.	  &	  Weber,	  S.	  (1999).	  Reinventing	  ourselves	  as	  teachers:	  Beyond	  nostalgia.	  London,	  
UK:	  The	  Falmer	  Press.	  

Mitchell,	  C.,	  Weber,	  S.,	  &	  O’Reilly-‐Scanion,	  K.	  (Eds.).	  (2005).	  Just	  who	  do	  we	  think	  we	  are?	  
Methodologies	  for	  autobiography	  and	  self-‐study	  in	  teaching.	  New	  York,	  NY:	  
RoutledgeFalmer.	  

Molloy,	  J.	  T.	  (1978).	  The	  woman’s	  dress	  for	  success	  book.	  New	  York,	  NY:	  Warner	  Books.	  

Montgomery-‐Whicher,	  R.	  (1997).	  Drawing	  analogies:	  Art	  and	  research	  as	  living	  practices.	  In	  T.R.	  
Carson	  &	  D.	  Sumare	  (Eds.),	  Action	  research	  as	  living	  practice	  (pp.	  215-‐29).	  New	  York,	  NY:	  
Peter	  Lang.	  

Newsom,	  B.	  Y.	  &	  Silver,	  A.	  Z.	  (Eds.).	  (1978).	  The	  art	  museum	  as	  educator:	  A	  collection	  of	  studies	  
as	  guides	  to	  practice	  and	  policy.	  Berkeley:	  University	  of	  California	  Press.	  

Nickerson-‐Crowe,	  K.	  (2005).	  An	  arts-‐based	  approach	  to	  conceptual	  educational	  practice.	  	  
Canadian	  Journal	  of	  Education,	  28(3),	  1-‐18.	  

Noddings,	  N.	  (1984).	  Caring,	  a	  feminine	  approach	  to	  ethics	  and	  moral	  education.	  Berkeley:	  
University	  of	  California	  Press.	  	  

Noddings,	  N.	  (1992).	  The	  challenge	  to	  care	  in	  schools:	  An	  alternate	  approach	  to	  education.	  New	  
York,	  NY:	  Teachers	  College	  Press.	  	  

Noddings,	  N.	  (2001).	  The	  care	  tradition:	  Beyond	  add	  women	  and	  stir.	  Theory	  and	  Practice,	  
40(1),	  29-‐34.	  

Noddings,	  N.	  (2002a).	  Educating	  moral	  people:	  A	  caring	  alternative	  to	  character	  education.	  New	  
York,	  NY:	  Teachers	  College	  Press.	  	  



	  

191	  
	  

Noddings,	  N.	  (2002b).	  Starting	  at	  home:	  Caring	  and	  social	  policy.	  Berkeley:	  University	  of	  
California	  Press.	  	  

Noddings,	  N.	  (2005).	  Happiness	  and	  education.	  New	  York,	  NY:	  Cambridge	  University	  Press.	  

Noddings,	  N.	  (2006).	  Critical	  lessons:	  What	  our	  schools	  should	  teach.	  	  New	  York,	  NY:	  Cambridge	  
University	  Press.	  	  

Obrist,	  H.	  U.	  (2011a).	  A	  brief	  history	  of	  curating.	  Zurich,	  Switzerland:	  JRP/Ringier.	  

Obrist,	  H.	  U.	  (2011b).	  Everything	  you	  always	  wanted	  to	  know	  about	  curating.	  New	  York,	  NY:	  
Sternberg.	  

Obrist,	  H.	  U.	  (2011c).	  A	  protest	  against	  forgetting:	  An	  interview	  with	  Jean	  Leering.	  In	  P.	  O’Neill,	  
(Ed.),	  Curating	  subjects	  (pp.	  148-‐158).	  London,	  UK:	  Open	  Editions.	  

O’Doherty,	  B.	  (1996).	  The	  gallery	  as	  gesture.	  In	  R.	  Greenberg,	  B.W.	  Ferguson,	  &	  S.	  Nairne	  (Eds.),	  
Thinking	  about	  exhibitions	  (pp.	  321-‐340).	  New	  York,	  NY:	  Routledge.	  

O’Doherty,	  B.	  (1999).	  Inside	  the	  white	  cube:	  The	  ideology	  of	  the	  gallery	  space.	  Berkeley:	  
University	  of	  California	  Press.	  

O’Donoghue,	  D.	  (2009).	  Are	  we	  asking	  the	  wrong	  questions	  in	  arts-‐based	  research?	  Studies	  in	  
Art	  Education,	  50(4),	  352-‐68.	  

O’Neill,	  P.	  (2004).	  I	  am	  curator.	  Art	  Monthly,	  275,	  7-‐10.	  

O’Neill,	  P.	  (2007).	  The	  curatorial	  turn:	  From	  practice	  to	  discourse.	  In	  J.	  Rugg	  &	  M.	  Sedgwick	  
(Eds.),	  Issues	  in	  curating	  contemporary	  art	  and	  performance	  (pp.	  13-‐28).	  Bristol,	  UK:	  
Intellect.	  

O’Neill,	  P.	  (Ed.).	  (2011).	  Curating	  subjects.	  London,	  UK:	  Open	  Editions.	  

O’Neill,	  P.	  &	  Wilson,	  M.	  (Eds.).	  (2010).	  Curating	  and	  the	  educational	  turn.	  London,	  UK:	  Open	  
Editions.	  

Palmer,	  A.	  (2008).	  Untouchable:	  Creating	  desire	  and	  knowledge	  in	  museum	  costume	  and	  textile	  
exhibitions.	  Fashion	  Theory,	  12(1),	  31-‐64.	  	  

Palmer,	  P.	  (1998)	  The	  courage	  to	  teach:	  Exploring	  the	  inner	  landscape	  of	  a	  teacher’s	  life.	  San	  
Francisco,	  CA:	  Jossey-‐Bass.	  	  

Pearse,	  H.	  (2004).	  Praxis	  in	  perspective.	  In	  R.	  L.	  Irwin	  &	  A.	  de	  Cosson	  (Eds.),	  A/r/tography:	  
Rendering	  self	  through	  arts-‐based	  living	  inquiry	  (pp.	  184-‐197).	  Vancouver,	  Canada:	  
Pacific	  Educational	  Press.	  



	  

192	  
	  

Pérez	  Miles,	  A.	  (2012).	  “Silencing”	  the	  powerful	  and	  “giving”	  voice	  to	  the	  disempowered:	  Ethical	  
considerations	  of	  a	  dialogic	  pedagogy.	  The	  Journal	  of	  Social	  Theory	  in	  Art	  Education,	  32,	  
112-‐127.	  	  

Peters,	  M.	  &	  Burbules,	  N.	  (2004).	  Poststructuralism	  and	  educational	  research.	  New	  York,	  NY:	  
Rowman	  &	  Littlefield.	  

Pinar,	  W.	  F.	  (1994).	  Autobiography,	  politics	  and	  sexuality:	  Essays	  in	  curriculum	  theory	  1972-‐
1992.	  New	  York,	  NY:	  Peter	  Lang.	  	  

Pinar,	  W.	  F.	  (2001).	  The	  researcher	  as	  bricoleur:	  The	  teacher	  as	  public	  intellectual.	  Qualitative	  
Inquiry,	  7(6),	  696-‐699.	  	  

Pinar,	  W.	  F.	  &	  Grumet,	  M.	  R.	  (1976).	  Toward	  a	  poor	  curriculum.	  Dubuque,	  IA:	  Kendall/Hunt.	  

Pinar,	  W.	  F.	  &	  Irwin,	  R.	  L.	  (Eds.).	  (2005).	  Curriculum	  in	  a	  new	  key:	  The	  collected	  works	  of	  Ted	  T.	  
Aoki.	  Mahwah,	  NJ:	  Lawrence	  Erlbaum	  Associates.	  

Pittman,	  B.	  (1992).	  Excellence	  and	  equity:	  Education	  and	  the	  public	  dimension	  of	  museums.	  In	  
Museum	  Education	  Roundtable,	  Patterns	  in	  practice:	  Selections	  from	  the	  Journal	  of	  
Museum	  Education	  (pp.	  79-‐81).	  Washington,	  DC:	  Museum	  Education	  Roundtable.	  

Pryer,	  A.	  (2004).	  Living	  with/in	  marginal	  spaces:	  Intellectual	  nomadism	  and	  
artist/researcher/teacher	  praxis.	  In	  R.	  L.	  Irwin	  &	  A.	  de	  Cosson	  (Eds.),	  A/r/tography:	  
Rendering	  self	  through	  arts-‐based	  living	  inquiry	  (pp.	  198-‐213).	  Vancouver,	  Canada:	  
Pacific	  Educational	  Press.	  

Psalms	  139:13.	  Revised	  Standard	  Edition.	  In	  H.G.	  May	  &	  B.	  M.	  Metzger	  (Eds.),	  The	  new	  oxford	  
annotated	  Bible	  with	  the	  Apocrypha	  (p.	  762).	  New	  York:	  Oxford	  University	  Press.	  	  

Rand,	  S.	  &	  Kouris,	  H.	  (Eds.).	  (2007).	  Cautionary	  tales:	  Critical	  curating.	  New	  York:	  Apexart.	  

Rahn,	  J.	  (1998).	  Autobiography	  as	  a	  tool	  in	  a	  teaching	  environment	  and	  studio	  practice.	  In	  E.J.	  
Saccá	  &	  E.	  Zimmerman	  (Eds.),	  Women	  art	  educators	  IV:	  Herstories,	  ourstories,	  future	  
stories	  (pp.	  128-‐137).	  Boucherville,	  QB:	  Canadian	  Society	  for	  Education	  through	  Art.	  

Raunft,	  R.	  (Ed.).	  (2001).	  The	  autobiographical	  lectures	  of	  some	  prominent	  art	  educators.	  Reston,	  
VA:	  National	  Art	  Education	  Association.	  

Reinharz,	  S.	  (1992).	  Feminist	  methods	  in	  social	  research.	  New	  York,	  NY:	  Oxford	  University	  Press.	  

Rice,	  D.	  (1992).	  Vision	  and	  culture:	  The	  role	  of	  museums	  in	  visual	  literacy.	  In	  Museum	  Education	  
Roundtable,	  Patterns	  in	  practice:	  Selections	  from	  the	  Journal	  of	  Museum	  Education	  (pp.	  
144-‐151).	  Washington,	  DC:	  Museum	  Education	  Roundtable.	  



	  

193	  
	  

Ricketts,	  K.	  &	  Snowber,	  C.	  (2013).	  Autobiographical	  footsteps:	  Tracing	  our	  stories	  within	  and	  
through	  body,	  space,	  and	  time.	  UNESCO	  Observatory	  Multi-‐Disciplinary	  Journal	  in	  the	  
Arts,	  3(2),	  1-‐17.	  	  

Richardson,	  J.	  (2011).	  The	  materiality	  of	  space.	  In	  Bolin,	  P.	  E.	  &	  Blandy,	  D.	  (Eds.),	  Matter	  
Matters:	  Art	  Education	  and	  Material	  Culture	  Studies	  (pp.	  3-‐11).	  Reston,	  VA:	  National	  Art	  
Education	  Association.	  

Riddett-‐Moore,	  K.	  (2011).	  Developing	  an	  arts	  of	  living.	  Unpublished	  doctoral	  dissertation,	  
University	  of	  Georgia,	  Athens.	  	  

Rivett-‐Carnac,	  N.	  (2007).	  The	  curator	  as	  artist.	  The	  International	  Journal	  of	  the	  Arts	  in	  Society,	  
2(2),	  113-‐118.	  	  

Richardson,	  L.	  (1997).	  Fields	  of	  play:	  Constructing	  an	  academic	  life.	  New	  Brunswick,	  NJ:	  Rutgers	  
University	  Press.	  

Richardson,	  L.	  (2000).	  Skirting	  a	  pleated	  text:	  De-‐disciplining	  an	  academic	  life.	  	  In	  E.	  A.	  St.	  Pierre	  
&	  W.	  S.	  Pillow	  (Eds.),	  Working	  the	  ruins:	  Feminist	  poststructural	  theory	  and	  methods	  in	  
education	  (pp.	  153-‐163).	  	  New	  York,	  NY:	  Routledge.	  	  

Roach-‐Higgins,	  M.	  E.	  &	  Eicher,	  J.	  B.	  (1995).	  Dress	  and	  identity.	  In	  M.E.	  Roach-‐Higgins,	  J.	  B.	  
Eicher,	  &	  K.	  K.	  P.	  Johnson	  (Eds.),	  Dress	  and	  identity	  (pp.	  7-‐18).	  New	  York,	  NY:	  Fairchild.	  

Roberts,	  L.	  C.	  (1997).	  From	  knowledge	  to	  narrative:	  Educators	  and	  the	  changing	  museum.	  
Washington,	  DC:	  Smithsonian	  Institution	  Press.	  	  

Rogoff,	  I.	  (2008).	  Turning.	  E-‐flux	  Journal,	  11.	  Retrieved	  March	  15,	  2011,	  from	  http://www.e-‐
flux.com/journal/turning/.	  

Rogoff,	  I.	  (2010).	  Turning.	  In	  P.	  O’Neill	  &	  M.	  Wilson	  (Eds.),	  Curating	  the	  educational	  turn	  (pp.	  32-‐
46).	  London,	  UK:	  Open	  Editions.	  

Rolling,	  J.	  H.	  (2004).	  Figuring	  myself	  out:	  Certainty,	  injury,	  and	  the	  poststructuralist	  
repositioning	  of	  bodies	  of	  identity.	  Journal	  of	  Aesthetic	  Education,	  38(4),	  46-‐58.	  	  

Rolling,	  J.	  H.	  (2013).	  	  Arts-‐based	  research:	  Primer.	  New	  York,	  NY:	  Peter	  Lang.	  	  

Rose,	  G.	  (2001).	  Visual	  methodologies:	  An	  introduction	  to	  the	  interpretation	  of	  visual	  
methodologies.	  Los	  Angeles,	  CA:	  Sage.	  

Rose,	  J.	  (2007).	  Corroborating	  knowledge:	  Curriculum	  theory	  can	  inform	  museum	  education	  
practice.	  In	  P.	  Villeneuve,	  (Ed.),	  From	  periphery	  to	  center:	  Art	  museum	  education	  in	  the	  
21st	  century	  (pp.	  49-‐57).	  Reston,	  VA:	  National	  Art	  Education	  Association.	  



	  

194	  
	  

Rosenbaum,	  S.	  (2011).	  Curation	  nation:	  How	  to	  win	  in	  a	  world	  where	  consumers	  are	  creators.	  
New	  York,	  NY:	  McGraw	  Hill.	  

Roth,	  W.	  (2005).	  Auto/biography	  and	  auto/ethnography:	  Finding	  the	  generalized	  other	  in	  the	  
self.	  In	  Auto/biography	  and	  auto/ethnography:	  Praxis	  of	  research	  method,	  (pp.	  3-‐21).	  
Rotterdam,	  Netherlands:	  Sense.	  

Rugg,	  J.	  &	  Sedgwick,	  M.	  (Eds.).	  (2007)	  Issues	  in	  curating	  contemporary	  art	  and	  performance	  
Bristol,	  UK:	  Intellect.	  

Ruitenberg,	  C.	  W.	  (2015).	  Toward	  a	  curatorial	  turn	  in	  education.	  In	  T.E.	  Lewis	  &	  M.J	  Laverty	  
(Eds.),	  Art’s	  Teaching,	  Teaching’s	  Art:	  Contemporary	  Philosophies	  and	  Theories	  in	  
Education	  (pp.	  229-‐242).	  Dordrecht,	  Netherlands:	  Springer	  Science	  +	  Media.	  

Saccá,	  E.	  J.	  &	  Zimmerman,	  E.	  (Eds.).	  (1998).	  Women	  art	  educators	  IV:	  Herstories,	  ourstories,	  
future	  stories.	  Boucherville,	  Quebec:	  Canadian	  Society	  for	  Education	  through	  Art.	  	  

Saks,	  A.L.	  (Ed.).	  (1996).	  Viewpoints:	  Should	  novels	  count	  as	  dissertations	  in	  education.	  Research	  
in	  the	  Teaching	  of	  English,	  30(4),	  403-‐427.	  	  

Schaffner,	  I.	  (2006).	  Wall	  text,2003/6.	  In	  P.	  Marincola	  (Ed.),	  What	  makes	  a	  great	  exhibition?	  (pp.	  
154-‐167).	  PA:	  Philadelphia	  Exhibition	  Initiative.	  

Schlatter,	  N.	  E.	  (2010,	  January	  22).	  Re:	  A	  new	  spin	  are	  djs,	  rappers	  and	  bloggers	  ‘curators’?	  
[Online	  forum	  comment].	  Retrieved	  January	  22,	  2010,	  from	  http://www.aam-‐
us.org/pubs/mn/newspin.cfm	  

Semetsky,	  I.	  (2006).	  Deleuze,	  education,	  and	  becoming.	  	  Rotterdam,	  Netherlands:	  Sense.	  	  

Semetsky,	  I.	  (2013).	  Learning	  with	  bodymind:	  Constructing	  the	  cartographies	  of	  the	  unthought.	  	  
In	  D.	  Masny,	  (Ed.),	  Cartographies	  of	  becoming:	  A	  Deleuze-‐Guattari	  perspective	  (pp.	  77-‐
91).	  Rotterdam,	  Netherlands:	  Sense.	  	  

Serrell,	  B.	  (1983).	  Making	  exhibit	  labels:	  A	  step-‐by-‐step	  guide.	  Nashville,	  TN:	  American	  
Association	  for	  State	  and	  Local	  History	  Press.	  	  

Serrell,	  B.	  (1996).	  Exhibit	  labels:	  An	  interpretive	  approach.	  Walnut	  Creek,	  CA:	  Alta	  Mira.	  

Sheikah,	  S.	  (2010).	  Letter	  to	  Jane:	  (Investigation	  of	  a	  function).	  In	  P.	  O’Neill	  &	  M.	  Wilson	  (Eds.),	  
Curating	  the	  educational	  turn	  (pp.	  61-‐75).	  London,	  UK:	  Open	  Editions.	  

Sheikah,	  S.	  (2011).	  Constitutive	  effects:	  The	  techniques	  of	  the	  curator.	  In	  P.	  	  O’Neill,	  (Ed.),	  
Curating	  subjects	  (pp.	  174-‐185).	  London,	  UK:	  Open	  Editions.	  



	  

195	  
	  

Simon,	  N.	  (2010).	  The	  participatory	  museum.	  Santa	  Cruz,	  CA:	  Museum	  20.	  

Sinner,	  A.	  &	  Irwin,	  R.	  L.	  (2014).	  Editorial.	  Visual	  Inquiry:	  Learning	  &	  Teaching	  Art,	  3(2),	  87-‐89.	  

Sinner,	  A.,	  Leggo,	  C.,	  Irwin,	  R.	  L.,	  Gouzouasis,	  P.,	  &	  Grauer,	  K.	  (2006).	  	  Arts-‐based	  educational	  
research	  dissertations:	  Reviewing	  the	  practices	  of	  new	  scholars.	  Canadian	  Journal	  of	  
Education,	  29(4),	  1223-‐1270.	  

Smith,	  C.	  (2009).	  Dreaming	  of	  Dior:	  Every	  dress	  tells	  a	  story.	  New	  York,	  NY:	  Atria	  Books.	  	  

Smith-‐Shank,	  D.	  L.	  (2004).	  What’s	  your	  sign?	  Searching	  for	  the	  semiotic	  self.	  In	  Semiotics	  and	  
visual	  culture:	  Sights,	  signs,	  and	  significance	  (pp.	  1-‐4).	  Reston,	  VA:	  National	  Art	  
Education	  Association.	  

Springgay,	  S.	  (2003).	  Cloth	  as	  intercorporeality:	  Touch,	  fantasy,	  and	  performance	  and	  the	  
construction	  of	  body	  knowledge.	  International	  Journal	  of	  Education	  &	  the	  Arts,	  4(5).	  
Retrieved	  February	  15,	  2011,	  from	  http://www.ijea.org/v4n5/index.html	  

Springgay,	  S.,	  Irwin,	  R.	  L.,	  Leggo,	  C.,	  &	  Gouzouasis,	  P.	  (Eds.).	  (2007).	  Being	  with	  a/r/tography.	  	  
Rotterdam,	  Netherlands:	  Sense.	  

Stapp,	  C.	  (1992).	  Defining	  museum	  literacy.	  In	  Museum	  Education	  Roundtable,	  Patterns	  in	  
practice:	  Selections	  from	  the	  Journal	  of	  Museum	  Education	  (pp.	  112-‐114).	  Washington,	  
DC:	  Museum	  Education	  Roundtable.	  

Steketee,	  G.	  &	  Frost,	  R.	  (2011).	  Stuff:	  Compulsive	  hoarding	  and	  the	  meaning	  of	  things.	  New	  
York,	  NY:	  First	  Mariner	  Books.	  	  

St.	  Pierre,	  E.	  A.	  (2000a).	  Nomadic	  inquiry	  in	  the	  smooth	  spaces	  of	  the	  field:	  A	  preface.	  In	  E.	  A.	  St.	  
Pierre	  &	  W.	  S.	  Pillow	  (Eds.),	  Working	  the	  ruins:	  Feminist	  poststructural	  theory	  and	  
methods	  in	  education	  (pp.	  258-‐283).	  New	  York,	  NY:	  Routledge.	  	  

St.	  Pierre,	  E.	  A.	  (2000b).	  Poststructural	  feminism	  in	  education:	  An	  overview.	  Qualitative	  Studies	  
in	  Education,	  13(5),	  477-‐515.	  	  

St.	  Pierre,	  E.	  A.	  &	  Pillow,	  W.	  S.	  (Eds.).	  (2000).	  Working	  the	  ruins:	  Feminist	  poststructural	  theory	  
and	  methods	  in	  education.	  New	  York,	  NY:	  Routledge.	  

Steele,	  V.	  (1989a).	  Appearance	  and	  identity.	  In	  C.	  B.	  Kidwell	  &	  V.	  Steele	  (Eds.),	  Men	  and	  Women	  
Dressing	  the	  Part	  (pp.	  6-‐21).	  Washington,	  DC:	  Smithsonian	  Institution	  Press.	  	  

Steele,	  V.	  (1989b).	  Dressing	  for	  work.	  In	  C.	  B.	  Kidwell	  &	  V.	  Steele	  (Eds.),	  Men	  and	  Women	  
Dressing	  the	  Part	  (pp.	  64-‐91).	  Washington,	  DC:	  Smithsonian	  Institution	  Press.	  	  



	  

196	  
	  

Steele,	  V.	  (2008).	  Museum	  quality:	  The	  rise	  of	  the	  fashion	  exhibition.	  Fashion	  Theory,	  12(1),	  7-‐
30.	  	  

Stevenson,	  N.	  J.	  (2008).	  The	  fashion	  retrospective.	  Fashion	  Theory,	  12(2),	  219-‐236.	  	  

Stinson,	  M.	  (2008).	  The	  shifting	  sands	  of	  curriculum	  development:	  A	  case	  study	  of	  the	  
development	  of	  the	  years	  1-‐10:	  The	  arts	  curriculum	  for	  Queensland	  schools.	  Unpublished	  
doctoral	  dissertation,	  Griffith	  University,	  Queensland,	  Australia.	  	  

Storr,	  R.	  (2006).	  Show	  and	  tell.	  In	  P.	  Marincola	  (Ed.),	  What	  makes	  a	  great	  exhibition?	  (pp.	  14-‐
31).	  PA:	  Philadelphia	  Exhibition	  Initiative.	  

Sullivan,	  G.	  (2006).	  Research	  acts	  in	  art	  practice.	  Studies	  in	  Art	  Education,	  48(1),	  19-‐35.	  

Sullivan,	  G.	  (2008).	  Painting	  as	  research:	  Create	  and	  critique.	  In	  J.	  G.	  Knowles	  &	  A.	  L.	  Cole	  (Eds.),	  
Handbook	  of	  the	  arts	  in	  qualitative	  research:	  Perspectives,	  methodologies,	  examples,	  
and	  issues	  (pp.	  239-‐50).	  New	  York,	  NY:	  Sage.	  

Sullivan,	  G.	  (2010).	  Art	  practice	  as	  research:	  Inquiry	  in	  visual	  arts.	  Los	  Angeles,	  CA:	  Sage.	  

Suominen	  Guyas,	  A.	  (2007).	  Re-‐constructing	  self	  within	  the	  family:	  Re-‐building	  the	  family	  
album.	  Visual	  Culture	  &	  Gender,	  2,	  14-‐23.	  	  

Szántó,	  A.	  (2007).	  Editing	  as	  metaphor.	  In	  S.	  Rand	  &	  H.	  Kouris	  (Eds.),	  Cautionary	  tales:	  Critical	  
curating	  (pp.	  69-‐78).	  New	  York,	  NY:	  Apexart.	  

Tate.org	  (2016	  January	  15).	  Mary	  Kelly	  Post-‐Partum	  Document.	  Analysed	  Markings	  and	  Diary	  
Perspective	  Schema	  (Experimentum	  Mentis	  III:	  Weaning	  from	  the	  Dyad)	  1975.	  [Website].	  
Retrieved	  January	  15,	  2016,	  from	  http://www.tate.org.uk/art/artworks/kelly-‐post-‐
partum-‐document-‐analysed-‐markings-‐and-‐diary-‐perspective-‐schema-‐experimentum-‐
t03925/text-‐catalogue-‐entry	  

Thea,	  C.	  (2009).	  On	  curating:	  Interviews	  with	  ten	  international	  curators.	  New	  York,	  NY:	  
Distributed	  Art	  Publishers.	  

Thomas,	  C.	  (Ed.).	  (2002).	  The	  edge	  of	  everything:	  Reflections	  on	  curatorial	  practice.	  Toronto,	  
ON:	  Banff	  Centre	  Press.	  	  

Tischler,	  U.	  &	  Tannert,	  C.	  (Eds.).	  (2004).	  MIB:	  Men	  in	  black:	  Handbook	  of	  curatorial	  practice.	  
Berlin,	  Germany:	  Revolver	  Books.	  

Toth,	  J.	  (2011	  March	  15).	  Menu:	  Podcast	  1:	  Washington	  and	  Lafayette	  at	  Mount	  Vernon.	  
[Website	  podcast].	  Retrieved	  March	  15,	  2011,	  from	  
http://www.johntoth.net/Podcasts/Menu1.html	  



	  

197	  
	  

Townsend,	  M.	  (2003).	  Beyond	  the	  box:	  Diverging	  curatorial	  practices.	  Toronto,	  ON:	  Banff	  Centre	  
Press.	  

Triggs,	  V.,	  Irwin,	  R.,	  &	  O’Donoghue,	  D.	  (2014).	  Following	  a/r/tography	  in	  practice:	  From	  
possibility	  to	  potential.	  In	  K.	  Miraglia	  &	  C.	  Smilan	  (Eds.),	  Inquiry	  in	  Action:	  Paradigms,	  
Methodologies	  and	  Perspectives	  in	  Art	  Education	  Research	  (pp.	  253-‐264).	  Reston,	  VA:	  
National	  Art	  Education	  Association.	  

Trinh,	  T.	  M-‐ha.	  (1989).	  Woman,	  native,	  other.	  Bloomington:	  University	  of	  Indiana	  Press.	  

Trinh,	  T.	  M-‐ha	  (1991).	  When	  the	  moon	  waxes	  red.	  New	  York,	  NY:	  Routledge.	  

Trinh,	  T.	  M-‐ha.	  (1992).	  Framer	  framed.	  New	  York,	  NY:	  Routledge.	  

Tuana,	  N.	  &	  Tong,	  R.	  (Eds.).	  (1995).	  Feminism	  &	  philosophy:	  Essential	  readings	  in	  theory,	  
reinterpretation,	  and	  application.	  Boulder,	  CO:	  Westview	  Press.	  

Utz,	  L.	  L.	  (1997).	  Suiting	  the	  modern	  woman.	  Denton:	  University	  of	  North	  Texas.	  

Utz,	  L.	  	  L.	  (2000a).	  Haute	  couture:	  The	  great	  Paris	  designers.	  Denton:	  University	  of	  North	  Texas.	  

Utz,	  L.	  L.	  (2000b).	  The	  Discourse	  of	  dress.	  In	  J.	  Davidow,	  (Ed.),	  Cutting	  pattern/cutting	  edge	  (pp.	  
4-‐19).	  TX:	  Arlington	  Museum	  of	  Art.	  	  

Vancouver	  Art	  Gallery.	  (2010	  March	  15).	  Song	  Dong-‐Waste	  Not.	  [Web	  site].	  Retrieved	  March	  
15,	  2010,	  from	  www.vanartgallery.bc.ca/the.../exhibit_song_dong.html	  

Verwoert,	  J.	  (2010).	  Control	  I’m	  here:	  A	  call	  for	  the	  free	  use	  of	  the	  means	  of	  producing	  
communication,	  in	  curating	  and	  in	  general.	  In	  P.	  O’Neill	  &	  M.	  Wilson	  (Eds.),	  Curating	  and	  
the	  educational	  turn	  (pp.	  23-‐31).	  London,	  NY:	  Open	  Editions.	  

Villaverde,	  L.	  (2007).	  Feminist	  theories	  and	  education.	  New	  York,	  NY:	  Peter	  Lang.	  

Villeneuve,	  P.	  (Ed.).	  (2007).	  From	  periphery	  to	  center:	  Art	  museum	  education	  in	  the	  21st	  century.	  
Reston,	  VA:	  National	  Art	  Education	  Association.	  

Villeneuve,	  P.	  &	  Love,	  A.	  R.	  (2007).	  Rethinking	  gallery	  learning	  experience	  through	  inquiry.	  In	  P.	  
Villeneuve,	  (Ed.),	  From	  periphery	  to	  center:	  Art	  museum	  education	  in	  the	  21st	  century	  
(pp.	  194-‐205).	  Reston,	  VA:	  National	  Art	  Education	  Association.	  

Visser,	  J.	  (2004).	  Nailing	  it:	  My	  wedding	  dress.	  In	  S.	  Weber	  &	  C.	  Mitchell	  (Eds.),	  Not	  just	  any	  
dress:	  Narratives	  of	  memory,	  body,	  and	  identity	  (pp.	  171-‐180).	  New	  York,	  NY:	  Peter	  
Lang.	  



	  

198	  
	  

Walsh,	  A.	  (Ed.).	  (1991).	  Insights:	  Museums,	  visitors,	  attitudes,	  and	  expectations:	  A	  focus	  group	  
experiment.	  Los	  Angeles,	  CA:	  Getty	  Center	  for	  Education	  in	  the	  Arts.	  

Weber,	  S.	  (2004).	  Curse	  you	  Descartes!	  My	  academic	  gown.	  In	  S.	  Weber	  &	  C.	  Mitchell.	  (Eds.),	  
(2004).	  Not	  just	  any	  dress:	  Narratives	  of	  memory,	  body,	  and	  identity	  (pp.	  99-‐107).	  New	  
York,	  NY:	  Peter	  Lang.	  

Weber,	  S.	  (2005).	  The	  pedagogy	  of	  shoes:	  Clothing	  and	  the	  body	  in	  self-‐study.	  In	  C.	  Mitchell,	  S.	  
Weber,	  &	  K.	  O’Reilly-‐Scanlon	  (Eds.),	  Just	  who	  do	  we	  think	  we	  are?	  Methodologies	  for	  
autobiography	  and	  self-‐study	  in	  teaching	  (pp.	  13-‐21).	  New	  York,	  NY:	  RoutledgeFalmer.	  

Weber,	  S.	  (2008).	  Visual	  images	  in	  research.	  In	  J.G.	  Knowles	  &	  A.L.	  Cole	  (Eds.),	  Handbook	  of	  the	  
arts	  in	  qualitative	  research”	  Perspectives,	  methodologies,	  examples,	  and	  issues	  (pp.	  41-‐
54).	  New	  York,	  NY:	  Sage.	  	  

Weber,	  S.	  &	  Mitchell,	  C.	  (1995).	  ‘That’s	  funny,	  you	  don’t	  look	  like	  a	  teacher!’	  Interrogating	  
images	  and	  identity	  in	  popular	  culture.	  London,	  UK:	  The	  Falmer	  Press.	  

Weber,	  S.	  &	  Mitchell,	  C.	  (Eds.).	  (2004a).	  Not	  just	  any	  dress:	  Narratives	  of	  memory,	  body,	  and	  
identity.	  New	  York,	  NY:	  Peter	  Lang.	  

Weber.	  S.	  &	  Mitchell,	  C.	  (2004b).	  Visual	  artistic	  modes	  of	  representation	  for	  self-‐study.	  In	  J.	  
Loughram,	  M.	  Hamilton,	  V.	  LaBoskey,	  &	  T.	  Russell	  (Eds.),	  International	  Handbook	  of	  Self-‐
Study	  of	  Teaching	  and	  Teacher	  Education	  Practices	  (pp.	  979-‐1037).	  Dordrecht,	  
Netherlands:	  Kluwer	  Academic	  Publishers.	  	  

Wiebe,	  S.,	  Sameshima,	  P.,	  Irwin,	  R.	  L.,	  Leggo,	  C.,	  Gouzouasis,	  P.,	  &	  Grauer,	  K.	  (2007).	  	  Re-‐
imagining	  arts	  integration:	  Rhizomatic	  relations	  of	  the	  everyday.	  The	  Journal	  of	  
Educational	  Thought,	  41(3),	  263-‐280.	  	  

Wilson,	  B.	  (1997).	  The	  quiet	  evolution:	  Changing	  the	  face	  of	  arts	  education.	  Los	  Angeles,	  CA:	  
Getty	  Education	  Institute	  for	  the	  Arts.	  

Wilson,	  M.	  &	  O’Neill,	  P.	  (2010).	  Curatorial	  counter-‐rhetorics	  and	  the	  educational	  turn.	  Journal	  of	  
Visual	  Arts	  Practice,	  9(2),	  177-‐193.	  	  

Witherell,	  C.	  &	  Noddings,	  N.	  (Eds.).	  (1991).	  Stories	  lives	  tell:	  Narratives	  and	  dialogues	  in	  
education.	  New	  York,	  NY:	  Teacher’s	  College	  Press.	  

Wolf,	  N.	  (1991).	  The	  beauty	  myth:	  How	  images	  of	  beauty	  are	  used	  against	  women.	  	  New	  York,	  
NY:	  Anchor	  Books.	  	  

Woolf,	  V.	  (1929).	  A	  room	  of	  one’s	  own.	  	  New	  York,	  NY:	  Harcourt,	  Brace	  and	  Company.	  



	  

199	  
	  

Yaeger,	  P.	  (1986).	  The	  geography	  of	  identity.	  Ann	  Arbor:	  The	  University	  of	  Michigan	  Press.	  

Zeller,	  T.	  (1989).	  The	  historical	  and	  philosophical	  foundations	  of	  art	  museum	  education	  in	  
America.	  In	  N.	  W.	  Berry	  &	  S.	  Mayer	  (Eds.),	  Museum	  education:	  History,	  theory,	  and	  
practice	  (pp.	  10-‐89).	  Reston,	  VA:	  National	  Art	  Education	  Association.	  	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	   	  



	  

200	  
	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

	  

PART	  II	  
EXHIBITION	  CATALOG	  

	  

	  

	  

	  

	  



Unpacking  
Self in Clutter  
and Cloth
C u r ato r  a s  A rt i st / 

R e s e a r ch e r / T e ach e r

Laura Lee McCartney
201   



B |     

202   



Unpacking Self in Clutter and Cloth
CUR ATOR A S ARTIST/RESE ARCHER/TE ACHER

Laura Lee McCartney
B.A., Southwestern University, 1993 
M.A., University of North Texas, 1997

Dissertation Prepared for the Degree of 
DOCTOR OF PHILOSOPHY

UNIVER SIT Y OF NORTH TEXAS 
May 2016

203   



204   

BLANK



Figure 1 ( F R O N T  C O V E R )

S e e i n g  T h rough

Figure 2 ( I N S I D E  C O V E R S )

H e a r  M y  Story

Figure 223 ( B A C K  C O V E R )

T h r e a d s  of  M y  B e i n g

i

CREDITS

Copyright © 2016 
Laura Lee McCartney

Figures 1, 25, 26, 27, 28, 29, 32, 33, 34, 35, 36, 38, 55, 56, 
57, 108, 109, 112, 113, 115, 116, 117, 118, 119, 120, 121, 
122, 123, 124, 125, 126, 127, 128, 129, 130, 131, 132, 133, 
134, 135, 136, 137, 138, 139, 140, 141, 142, 143, 144, 145, 
146, 147, 148, 149, 150, 151, 152, 153, 154, 155, 156, 157, 
158, 159, 160, 161, 162, 163, 164, 165, 166, 170, 171, 175, 
176, 180, and 223 are used with permission from David L. 
Leggett.

Figures 2, 8, 48, 59, 114, 173, 174, and 215 are used with 
permission from Blake Hampton.

Figure 18 is used with permission from Carlos Martinez.

Figure 219 is used with permission from James H. Rolling.

Figures 3, 5, 6, 7, 9, 10, 11, 12, 13, 14, 15, 16, 17, 19, 20, 
21, 22, 23, 24, 30, 31, 37, 39, 40, 41, 42, 43, 44, 45, 46, 47, 
49, 50, 51, 52, 53, 54, 58, 60, 61, 62, 63, 64, 65, 66, 67, 68-
107, 110, 111, 167, 168, 181-195, 197, 198, 199-203, 204, 
205, 206, 207, 208, 209, 210, 211, 212, 213, 214, 216, 217, 
218, 221, and 222 are personal photographs.

205   



CURATOR'S ACKNOWLEDGEMENTS

I would like to thank the following people who helped 
to make this work possible:

Nadine Kalin, who offered second chances, and 
walked beside me as mentor and friend.

Rita Irwin, who invited me into the a/r/tography com-
munity and pushed me to take the turns.

Adetty Pérez de Miles, for supporting my work and 
helping me catch the waves.

Myra Walker, for allowing me to return to my roots in 
order to discover new routes in curating.

Daniel Barney, for encouraging me to be vulnerable 
and to dwell in the openings.

Silvia Kind, whose journey towards loss gave me the 
courage to journey towards care.

Anita Sinner, for suggesting I allow the stains to 
show.

Booker Stephen Carpenter, for challenging me to 
find what was worth knowing.

Terry Barrett, for guiding me in my initial narrative 
ways of knowing.

ii

206   



Philanthropic Education Association for supporting 
my research agenda.

Robert and Ruby Priddy Charitable Trust and the 
Priddy Fellowship for Leadership in the Arts.

Theresa Daniel, for her generous financial support of 
my research and the exhibition.

Robert Milnes, Eric Ligon, Jean Miller, and Denise 
Baxter, for supporting graduate research.

Tracee Robertson and the UNT gallery staff, for tech-
nical support.

Dawn Figueroa, Edward Hoyenski and the Texas 
Fashion Collection student workers.

Greg Goolsby, for making the dress forms dance and 
the gallery space engaging.

Melanie Sanford, for her expertise installing and se-
curing the dresses on the forms.

Carol Wilkerson, for designing the didactics for the 
exhibition space. 

Dan Rinehart, for building the closet to house my 
hoards.

Sue Pruente, for repairing the dresses with care and 
attention to details.

Ann Graham, for digitizing slides for the catalogue.

Neiman Marcus, Ridgmar Mall, for donating the chil-
dren’s dress forms.

Brent Hirak, for helping me see and hear my photo 
voice.

Blake Hampton, for taking photographs, designing 
collateral, and bringing the catalogue to life.

David Leggett, for allowing me to revisit the exhibi-
tion again and again in his images.

My mother, for passing down the family trunk and 
teaching me to care.

My parents and mother-in-law for their love, support 
and hundreds of hours of childcare.

My brother, John, for reminding me to write, and for 
being there when it’s time to pack again.

My beloved husband, Brent, and our children, Eliza-
beth Ellis and James Luke, for living with the clutter 
and helping me find my way.

iii

207   



Table of 
Contents

I n t r o d u c t i o n

Cataloguing Ourselves  2

3 Into the Inquiry
3 Dress Story
4 Dissertation as Catalogue

P r o l o g u e

Journeying Towards 
Curating  6

8 Dress Story
15 Turning: Away

C h a p t e r  1

Living the Curriculum  16

16 Curriculum Considerations for Curating
17 Dress Story
18 Turning to My Bag of Tricks
18 Packing & Unpacking the Clutter
21 Curating as a Curative Practice
22 Turning: Towards Motherhood
24 Listening for an Inner Call
24 Allowing for Uncertainty
25 Asking the Questions

208   



C h a p t e r  2

On Turning  26

27 Dress Story
28 Activating the Turn
30 Dress Story
31 Spaces to Show and Tell
32 Labeling Ourselves
34 Museum Education Turns
35 Do Museums Have Curriculum?
36 Constructing Meaning in Museums
37 Dress Story
37 Dress Story
42 Dress Story
42 Producing New Knowledge
43 Listening for Conversations
43 Performing the Museum
44 Dress Story
45 The Museum as Experience
45 Participatory Museums

C h a p t e r  3

Framing Feminism and 
Reproducing Ourselves  46

46 Riding the Waves 
47 Turning: Into the Waves
49 The Feminist Curatorial Turn
50 How Do You Do Feminism?
51 Listening for Her-stories
51 Moving Beyond Standpoints

52 To Care and Be Cared For
53 Is it Natural to Care?
53 Dress Story
54 Turning: To Care
55 Re(producing) Ourselves
57 Dress Story
58 Turning: To Teach
59 Hiding Our Work
60 Thinking through Our Mothers
61 Dress Story
62 Catching Another Wave
62 New Ways of Seeing
62 Reading and Deconstructing Texts
63 Binary Oppositions
64 Discursive Dialogues for My Daughter
65 What Difference Does Difference Make?
67 Dress Story
68	 Turning:	To	Weave	Signifiers
70 Performativity Theory
71 Performativity Done and Undone
71 Dress Story
72 Dress Story
73 Dress Story
75 Keeping Up Appearances
76 Dress Story
76 Towards a Feminist Failure

v

209   



C h a p t e r  4

Mapping Practices 
and Uncharted Terrain  78

79 Dress Story
80 Turning: To Research
82 Dress Story
82 Narrative Knowing
83 Finding My Voice
85 Dress Story
86 Weaving a Life
88 Turning: To Show and Tell
90 Dress Stories as Practice
91 Dress Story
92 Being in A/r/tography
93 Dress Story
94 Walking In
95 Turning: Into the Punches

I n t e r l u d e

The Exhibition Punch List  98

106 Dress Story
106 Liminal Learning
107 Turning Thresholds
107 Dress Story
108 Dress Story
108 C/a/r/tographies of Becoming
109 A Traveler’s Tale
109 Listening for Rhizovocality
110 Folding and Unfolding Maps

111 Dress Story
112 Rendering Crossroads
113 Dress Story

I n t e r l u d e

Into the Exhibition  114

114 Label: Contiguity
116 Label: Living Inquiry
118 Label: Metaphor/Metonymy
120 Label: Openings
124 Label: Reverberations
126 Label: Excess
130 Label: Curiosities
132 Label: Mapping
138 Label: Performativity
142 Label: Dwelling
146 Label: Veiling/Unveiling

C h a p t e r  5

Lost and Found 
In Community  152

153 Seeking Courage
154 Learning in Community
155 Dress Story
158 Teaching in Community
159 Dress Story
162 Turning: To Openings
163 Knowing in Community

vi

210   



C h a p t e r  6

Rhizoanalysis and Risking 
Fail(lure)  166

169 Open to a Fine Risk
169 Returning to One’s Past
170 Dress Story
170 Where are We Going?
171 Turning: When Something Goes Wrong
173 Putting it Together
173 Rupturing the Membranes
174 Towards a Poor Exhibition
176 Producing Knowledge Differently
179 Saving Ourselves
183 Skirting a Pleated Text
183 Fail(lure) from a Feminist Perspective

C h a p t e r  7

In Uncaring – I Am Free  188

188 Filled with the Good of Care
189 Dress Story
190 Dress Story
191 Dwelling on Care a Little Longer
193 Modes of Care
196 Caring for Objects to Care for Self
198 When Matter Matters More
200 Turning: To Touch
203 Freeing in Assemblage
204	 Turning:	To	Work	Unfinished

References  206

A p p e n d i x

Figures  224

vii

211   



212   

BLANK



Unpacking Self in 
 Clutter and Cloth

C u r a t o r  a s  A r t i s t / 
R e s e a r c h e r / T e a c h e r

213   



I n t r o d u c t i o n

Cataloguing 
Ourselves

This a/r/tographic dissertation offers opportu-
nities to interrogate my curator identity and curator ways 
of being in both public and private ways. Rather than a 
chronological exploration from my early curating roots to 
present, it poses new routes back and forth in my becom-
ing as a curator. Instead of an authoritative or prescriptive 
look at the curatorial, this dissertation allows for uncer-
tainty, for messiness, for vulnerable spaces where readers 
are invited into an exhibition of disorderly living. Stitched 
throughout the study are stories of mothering and the dif-
ficulties that accompanied the extremely early birth of my 
daughter, Elizabeth. Becoming a mother provoked my cu-
rating in unexpected ways, and allowed me to reconsider 
the ways I collect, display, and perform as a curator in both 
public institutions and intimate private spaces. This work is 
my first re-emerging back into curating since my daughter 
was born. It was through the actual curating and installa-
tion process that I was able to map the journey of my cura-
torial turns. While I had worked on several clothing exhibi-
tions in my past, this was a different curatorial experience, 
shaped and changed by the a/r/tographical work of Sylvia 
Kind who provokes her teaching through stories of loss 
and grief in an intimate narrative of motherhood. My en-
gagement with clothing in the inquiry was also informed 
by the work of Sandra Weber and Claudia Mitchell, where 
dress as a methodology allowed for spaces to consider 
narrative, identity, and practice. The curating of the exhibi-
tion, Dress Stories, actually occurred in the middle of the 
dissertation research process. I worked for nine months 
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to curate an exhibition of my personal clothing and textile 
items which was installed in the Cora Stafford Gallery at 
the University of North Texas from September 25-28, 2012. 
After the exhibition was de-installed and each object 
returned and repacked, the catalogue was woven together 
with theory and narrative understandings.  It was not until 
the exhibition was over, I was able to discover new ways 
to thread caring, collecting, and cataloguing ourselves as 
curators, artists, researchers, teachers, and mothers. 

Into the Inquiry

The design of the inquiry allowed for experimenting with 
ways to move between and beside beginnings and end-
ings, but will mostly dwell in the borderlands of the middles 
between and betwixt my curator as artist/researcher/teacher 
identities. This inquiry is situated in middle spaces where I 
can be open and connectable, as not only a curator, artist, 
researcher, teacher, but also as a woman and mother. Us-
ing arts-based living inquiry, I attempt to weave my identity 
threads by curating my knowing (theoria), doing (praxis), and 
making (poesis) (Irwin, 2004, p. 27).  In a/r/tography, art and 
text lead to new understandings and meanings. I journaled, 
recalled events, made connections, gathered artifacts, and 
contextualized and recontextualized texts for new under-
standings and meanings. I curated material culture (liter-
ally made of material of clothing as texts), to interrogate 
myself as the subject formed and situated in public and 
private spaces where illness and objects informed my ways 
of seeing and being in the mode of curator as artist in art 
education. Interwoven in the curating, as a curative process, 
were sites of performativity, allowing me to create themat-
ic maps of my identity as a curator and as the mother of a 
special needs child. I curated clothing in a reflexive discourse 

Dress Story
Luli & Me pink cotton 
smocked dress, 2010

Elizabeth was asked to sing 
the solo at her kindergarten 
graduation ceremony.  She 
stood in front of a room full 
of people and was so brave 
in this little pink dress.  I 
listened to her sing and felt 
such gratitude and relief 
that all her years of speech 
and physical therapy and 
early childhood interven-
tion programming had 
brought her to that moment.  
She was a miracle.  She 
was beautiful in her little 
pink dress. No one in the 
audience knew how feeble 
Elizabeth’s beginnings were, 
because in this pink dress, 
she was so healthy and 
strong. I remember looking 
at Elizabeth and trying not 
to let her see me cry.

Figure 3 
Pr et t y  i n  Pi n k
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4 | Introduction  CATALOGUING OURSELVES

about collecting, hoarding, teaching, and healing. Memories, 
interpretations, and histories were placed beside examples 
of material culture to reweave an identity story of continual 
becoming as curator/artist/researcher/teacher. 

While I had some initial seeds of how to grow my rhizom-
atic mappings through the inquiry, I allowed for other 
seeds and questions to evolve in the a/r/tographic journey. 
Clothing once again called to me as a curator in this inqui-
ry, to unpack it from my storage tubs, trouble it, and make 
it visible, and interconnected in materially rendering and 
re-curating self within this inquiry. For over ten years, my 
former curator life had been packed away in storage tubs, 
steamer trunks, and cabinets of curiosity, and it was not until 
I allowed myself to unpack these physical containers, that I 
was I able to begin to allow for being with and within them, 
and even letting go of them. In a/r/tography, researchers 
do not go alone, but rather, invite others into their inquiry 
spaces, so as an exhibition visitor, and/or now reader, you 
are encouraged to participate by considering the ways you 
might unpack, unfold, or undo your clothing and self along 
with and beside me. 

Dissertation as Catalogue

Like Daniel Barney (2009), I submitted two versions of my 
dissertation, a traditional format and a creative format which 

“explores the conventions of the traditional PhD dissertation 
through design layout, emphasizing the styling of knowledge 
in terms of dress” (p. 13). In the creative format, the disserta-
tion actually takes the shape of an exhibition catalogue, where 
narratives and images from the planning of the exhibition and 
the installation of the exhibition allow me to continue to be 
in the gallery spaces, to revisit the pedagogical turns that led 

me here, to recount how, for a few hours, I dwelled within a 
generative space where in addition to caring for my daughter, 
I also cared for my collections and for self.  Just as Barney sub-
mitted his dissertation as an artifact, the exhibition catalogue 
becomes an artifact of not only the Dress Stories exhibition 
I curated, but also an artifact of lived experience and the 
ways I catalogue myself and my collections. I collect fashion 
exhibition catalogues (see Figure 4) as souvenirs of my lived 
experiences visiting clothing in different contexts.  I have also 
authored two fashion exhibition catalogues (Utz, 1997, 2000a) 
and an exhibition catalogue essay (see Figure 5) as a guest 
curator (Utz, 2000b), but the dissertation as catalogue offers 
new ways for me to conceptualize the ways I catalogue myself 
within the research.  

In an inquiry designed to interrogate the curatorial, the ex-
hibition becomes a form of text and of writing. “Catalogs 
are not vanity publications, nor are they made primarily for 
the aesthetic satisfaction of the artist.  Rather they exist to 

Figure 4
C ATA LO GU I N G  A S  PR E S E N T
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convey in the optimum manner in another medium the ba-
sic thrust of the exhibition” (Storr, 2006, p. 28). The thrust 
of the exhibition, Dress Stories is curatorial turning in pro-
cess. Calderoni (2011) says, “[i]n fact, these exhibitions of-
ten result in catalogues which function as the place where 
the process dimension emerges” (p. 75). The performative 
process of curating emerges and the catalogue becomes 
the only medium through which to exhibit the exhibition.  
Further, Calderoni (2011) reminds readers that catalogues 
are works in progress even after the exhibition ends:

Exhibition catalogues do not present finished works, 

even in the case when these ones are present; rath-

er they include artist’s sketches, projects and works 

in progress.  What more they act as the logbooks, 

recording the construction phases of the exhibition 

itself.  The introductory texts become tales, which re-

late to paths travelled, rather than critical essays with 

scientific approaches. (p. 75)

Authoring an exhibition catalogue as dissertation offers 
potentialities for the exhibition to speak for itself and to 
mark the paths travelled.  Elliot Eisner calls for “education-
al novels” (as cited in Saks, 1996, p. 412) where research-
ers are able to take risks, and “provide the reader with ac-
cess to a content that would otherwise be inaccessible” (p. 
413).  I offer an educational catalogue to make accessible 
the inaccessible in my work. I re-conceptualize the exhibi-
tion catalogue as dissertation in my inquiry and include my 
curatorial pathways, decisions, insecurities, and uncertain-
ties into the catalogue itself as pedagogical provocations. 

One distinguishing feature of the creative dissertation 
catalogue is the textual and visual elements designed as 

conceptual and practical information sites (Sullivan, 2010, 
p. xxv).  Graeme Sullivan (2010) offers portals as a means of 

“taking the conversations further” (p. xxv).  In this catalogue, 
I weave portals within the research to reconceptualize the 
traditional exhibition catalogue. Label portals offer didac-
tics straight off the exhibition gallery walls; Dress Stories 
portals include personal memories of specific clothing 
included in the exhibition; Turning portals trace the paths 
I took through the curatorial, educational, feminist, visual, 
and cultural spaces of the inquiry; and Image portals allow 
readers to interrogate the installation images, inviting 
them to re-visit and re-turn to the exhibition as a way to go 
deeper into the inquiry.  I chose to allow image titles to act 
as metaphors in the layering of interpretations of the visual 
elements of my inquiry. I also include photographs of the 
exhibition in progress, in the decision making, and in the 
vulnerable turnings to chart the journey of becoming.

Figure 5
C ATA LO GU E S  A S  PA ST
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P r o l o g u e

Journeying 
Towards 
Curating

In order to move forward, I looked back at how I 
arrived in the middle.  I began my career twenty years ago 
as a museum educator, and I made sense of my experienc-
es through teaching from objects and artworks in museum 
spaces.  Dwelling within galleries shaped my understand-
ings, while offering opportunities for turns, and turnings, 
and re-turnings that are worked into this text.  In 1983, 
when I was thirteen years old, my family visited Washing-
ton D.C. for the first time and toured the First Ladies Hall at 
the National Museum of American History. The exhibition 
was originally curated by Margaret Brown Klapthor in 1955 
and featured a decorative arts approach to displaying the 
gowns.  Jewelry, accessories, china, and home furnishings 
were carefully placed in period rooms with the first ladies 
inaugural gowns fitted on lifelike mannequins (Graddy & 
Paston, 2014).  I did not realize at the time how significant 
my first experience with costume would be to my career, 
but I knew I was changed.  I still remember the clothing I 
witnessed on display at the Smithsonian as a young girl. 
All these years later, I continue to linger with the idea of 
dress as significant signifier of its wearer.

This museum visit marked my first experience in a cos-
tume exhibition, and it was transformative for me.  From 
that moment on, I knew I wanted to work in a museum 
and with collections of marvelous stuff. I love stuff, I 
collect stuff, and I look to stuff for my ways of being in 
the world. While I was uncertain how I would find my 
way into curating, I embarked on a path of deep longing.  
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For thirty years I have saved the souvenir postcards (see 
Figure 6) I bought in 1983 depicting the dresses I first 
experienced installed in the First Ladies Hall.  In my family, 
you save the souvenirs, the stuff—the clutter that keeps 
you from fully seeing.  You save the ticket stubs, the pho-
tographs, the newspaper clippings, the programs, the 
catalogues, all the evidence that you were once there, to 
assure you are still here because of the possessions that 
mark your lived experience. These old, faded postcards 
continue to perform as artifacts of my beginnings as cura-
tor.  They assist me in doing research and in writing my 
narratives and as tools for listening for curatorial conver-
sations even now. 

I do not think it was a coincidence I found my way back 
to the National Museum of American History in 1992 as a 
college intern in the textile conservation department and 
specifically working with the First Ladies Collection.  Ear-
lier that same year, curator Edith Mayo reconceptualized 
the original First Ladies Hall into a new exhibition, First La-
dies: Political Role and Public Image which centered more 
on the first ladies’ actions, accomplishments, and work 
than on their clothing.  I only have one photograph of 
me in the exhibition.  I am shown at far left lined up in the 
entryway to the gallery (see Figure 7) among pictures of 
the important women whose life and clothes are on view. 
Only fourteen dresses from the collection were displayed 
in the new exhibition instead of the original static, pa-
rade-like lineup of dresses representing all forty-three first 
ladies to date.  The conservators at the museum utilized 
the fourteen dresses to teach visitors about conservation, 
about the process of caring for fragile and damaged 
clothing, and about the ways light, dust, and climate harm 
clothing (Grady & Pastan, 2014).

Figure 6 ( T O P )

S av i n g  St u f f

Figure 7 ( B O T T O M )

I n  t h e  F i r st  L A DI E S  H A L L

219   



Figure 9
H e l e n  Wa s  a  T e ach e r

Dress Story
White cotton dress 

with lace trim, c. 1910

My great-grandmother, Hel-
en Whitson Mahnerd wore 

this dress in 1910 when she 
graduated from high school 
in Minnesota.  After gradu-
ation, she moved to North 

Dakota to become a teacher. 
I like knowing she was a 

teacher.  My mother was a 
teacher.  I am a teacher.  I 

wonder what are teacher 
clothes, and what do our 

teacher clothes teach?  This 
dress has always been my 

favorite item in the family 
trunk.  A few years ago I 

took it out of the trunk at 
my mother’s house and 

tucked it away in a dresser 
at my house, because I 

wanted to make sure it was 
preserved for my daughter.  

A lot of the items in Helen’s 
trunk are now damaged 

or destroyed.  I am glad I 
cared for this dress, because 

for me, the stories, my 
stories, start here over a 

hundred years ago. 

Figure 8
S av i n g ,  To  b e  S av e d
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For weeks, my task as a student intern was to research 
and locate primary documentation in old newspapers 
housed at the Library of Congress for three specific 
dresses in the museum’s holdings reportedly worn by 
former first ladies Rose Cleveland, Harriet Lane John-
son, and Lou Hoover.  The curatorial staff at the muse-
um asked me to find documentation which detailed 
and described these historic women wearing these 
particular dresses in order to validate, verify, and 
authenticate the objects’ provenance and worth.  I 
worked for three months and became discouraged, 
because I never found any written evidence to support 
the claims the three women lived in the three dresses 
in the museum’s holdings. At the time, I did not real-
ize how searching for narratives about these dresses 
belonging to these famous women would influence my 
inquiry.  I am not a famous woman like the first ladies 
whose artifacts are included in the First Ladies Collec-
tion at the Smithsonian Institution. As I now consider 
my life lived in my clothes, I find myself asking just who 
do I think I am (Mitchell, Weber, & O’Reilly-Scanlon, 
2005) and why would anyone care about my clothing 
exemplars of self-study?

After completing my museum internship and earning my 
bachelor’s degree in art history, I entered into the grad-
uate museum education program at the University of 
North Texas in 1994.  I was fortunate to work with museum 
educator Nancy W. Berry during a time when the museum 
field was reconsidering its role of education in muse-
ums—articulating museum curriculum, defining museum 
knowledge, and inviting museum narrative in order to 
anticipate the changes and possibilities for the future.  
During my master’s studies, I also worked as a graduate 

Figure 10
CU R AT I N G  CO OL  ST U F F

student intern for Myra Walker, Executive Director of the 
Texas Fashion Collection at the University of North Texas. I 
gained practical experience in the role of Walker’s assis-
tant as she co-curated the costume components for the 
major exhibition, Hot Cars, High Fashion, and Cool Stuff: 
Designs of the 20th Century with Charles Venable at the 
Dallas Museum of Art in 1996. 

The exhibition allowed visitors to make visual connec-
tions between the design elements found in art, fash-
ion, and material culture over the last century.  Evening 
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10 | Prologue  JOURNEYING TOWARDS CURATING

gowns from the Texas Fashion Collection were installed 
beside and between television sets, vacuum cleaners, 
tea services, classic convertible cars, furniture, and 
paintings from the DMA’s permanent collection (see 
Figure 10). In actuality, it was a concept very similar to 
Klapthor’s First Ladies Hall exhibition in 1955, where 
significant clothing was installed alongside period 
decorative art examples. But the clothing in Hot Cars, 
High Fashion, and Cool Stuff was not static, rather, the 
installation came alive as mannequins were displayed 
in innovative arrangements on platforms and attached 
to the walls with careful attention to the aesthetic 
experience of the cohesive exhibition.  What struck 
me was the tension between the museum education 
theory (American Association of Museums, 1984; Berry 
& Mayer, 1989; Hooper-Greenhill, 1994b; Newsom & 
Silver, 1978; Zeller, 1989) I was studying in my gradu-
ate course work and the Dallas Museum of Art’s actual 
practice of only offering minimal didactic information 
to visitors in the Hot Cars, High Fashion, and Cool Stuff 
exhibition.  There were only a few large wall panels 
that described chronological design themes and small 
identification labels for every object, but there was no 
sense that museum education was the driving force and 
priority behind the exhibition.  The museum narratives 
in the exhibition were not about who once wore the 
dresses, or designed the dresses, but rather how the 
dresses perform as exemplars of design history. For 
me, working on Hot Cars, High Fashion, and Cool Stuff 
was an opportunity to learn how to perform curating 
tasks more than how to produce communication and 
learning with museum visitors. I learned the actual 
practices of selecting, researching, preparing, installing, 
and deinstalling a costume exhibition. My curatorial 

education also included how to dress and undress 
mannequins, how to properly handle the garments and 
artifacts, how to plan gallery maps, how to style the en-
sembles with accessories, and how to stage and secure 
the mannequins on the platforms. Walker mentored me 
by showing me and allowing me to perform curating 
beside her and with her. But I wanted to engage with 
curating more, to turn again to discover how meaning-
ful discourse could be woven into aesthetically beau-
tiful costume curating, and how curricular concerns 
could shift our curatorial practices.

In 1997, as I completed my master’s degree in Art 
Education with certification in art museum education, 
I turned again to Myra Walker and the Texas Fashion 
Collection to curate my thesis exhibition, Suiting the 
Modern Woman at the University of North Texas. Suiting 
the Modern Woman was especially significant for me 
in my curatorial becoming.  I was a twenty-six year old 
woman, entering the work force as an emerging curator, 
and the exhibition allowed me to look at the history of 
my own professional wardrobe and dress agendas as 
I embarked on my new career, and considered how I 
might dress for work. Stevenson (2008) describes how 
curators Harold Koda and Andrew Bolton contextual-
ize clothing as they chart the “journey of fashion” (p. 
221), and acknowledge, “[t]he juxtaposition of the old 
and new in display is also potentially difficult” (p. 225) 
when developing fashion retrospectives in a postmod-
ern world.  Suiting the Modern Woman juxtaposed the 
story of women dressing for work from 1900-1990 with 
fifteen historical ensembles from the Texas Fashion 
Collection (see Figure 11), the relationship between 
designer and client in a studio space documenting the 

222   



11

history of the collaboration between Dallas fashion 
designer Richard Brooks and then Texas Governor, Ann 
Richards, examples of contemporary professional suits 
from twenty-eight Texas high profile women including 
Mary Kay Ash, Kay Bailey Hutchison, and Laura Bush 
(see Figure 12), along with three innovative suit de-
signs by graduate fashion design students at the Uni-
versity of North Texas. 

This was not just a usual exhibition for me perform-
ing as an emerging curator (Cann, 2012). I worked to 
curate an exhibition with the visitor in mind. Education 
was the driving force throughout the curatorial process 
of Suiting the Modern Woman.  The exhibition marked 
an opportunity for me to apply museum education 
research into every aspect of curating an exhibition.  
Valerie Steele (2008) suggests there are many differ-
ent ways to display clothing, but increased emphasis 
is being placed on “analyzing the meanings of cul-
tural objects and practices” (p. 25).  Throughout the 
Suiting the Modern Woman exhibition, the meanings 
of professional clothing and the practices of dress-
ing for work were interwoven in-between the objects 
and substantive interpretation and education materi-
als. There were large text panels including illustrated 
time-lines of the history of women in the workplace, 
wall quotes from fashion designers and the working 
women who donned their designs, images of working 
women depicted in print media, movie and television 
clips featuring iconic images of women at work, dress 
for success guidebooks for visitors to examine in an 
accompanying reading room, and opportunities for vis-
itors to add their own professional dress stories in the 
exhibition visitor logs.

Figure 12 ( L E F T )

I t  Su i t s  M e  F i n e

Figure 11 ( T O P )

Dr e s s i n g  f or  Succe s s
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The clothing on display in Suiting the Modern Woman 
was not mine, but I left a trace of myself, of my clutter, in 
the exhibition.  I did not reveal to visitors the seeming-
ly insignificant object of mine on display.  I included a 
lavender paisley bowtie (see Figure 13) on the 1980s 
power suit ensemble in the exhibition.  I found it in a 
clearance bin at a Casual Corner store in 1982 and I wore 
it in sixth grade on the first day of school.  It served as a 
prop to complete the ensemble from the Texas Fashion 
Collection’s holdings.  But, I was there.  I was materialized 
in the exhibition.

Alexandra Palmer (2008) suggests there are several ap-
proaches available for designing fashion exhibitions, “[s]ome 
take a social history approach, others a fine art model; 
some are chronological, others thematic” (p. 32).  Suiting 
the Modern Woman was thematic, chronological, artistic, 
and socially and culturally historic.  It was the culmination 
of my costume and museum internships and my museum 
education studies to that point, and it marked an invitation 
for people to learn about clothing and themselves.  I was 
starting to weave together the relationship between what I 
curate and how I curate, but I did not know where my cura-
torial stories would take me.  “Yet it’s in these different story 
lines, ones that find few satisfactory reflections, that veer off 
and wander, that tangle and twist and lead places you are 
certain you do not want to go, that lead to generative open-
ings and possibilities” (Kind, 2006, p. 23, italics in original).

Figure 13
L e av i n g  a  T r ace

Listening for story lines takes time.  
Some exhibitions invite story line  
conversations more than others.
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In 2000, Walker asked me to return to the University of 
North Texas to serve as the Acting Director of the Tex-
as Fashion Collection while she was on leave for a year.  
During my tenure as the acting director, I curated the 
exhibition, Haute Couture: The Great Paris Designers for 
the Grace Museum in Abilene, Texas, where I had just 
completed a two year term as the museum’s Curator of 
Education. The exhibition featured twenty-eight ensem-
bles representing the best couture examples of tailoring, 
dressmaking, and extraordinary fabric treatment from the 
Texas Fashion Collection.  The theme of the exhibition was 
selected collaboratively and specifically  to coincide with a 
French Impressionism painting exhibition at the museum. 

The Haute Couture exhibition positioned fashion as a 
way of life provided for those patrons with the money, 
leisure, and social life opportunities for couture clothing 
to be worn and appreciated as art (Utz, 2000a).

Figure 14
Cu r at i n g  Cou t u r e

Figure 15
T r aci n g  Ag a i n
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The clothing on display in Haute Couture was not mine, 
but again, I left a trace of myself, of my clutter, in the 
exhibition.  I did not reveal to visitors the costume jewelry 
earrings on the mannequin wearing the 1930s silk and 
velvet cocktail suit (see Figure 15) were mine.  They 
served as props to complete the ensembles from the Tex-
as Fashion Collection’s holdings. But, I was there.  I was 
materialized in the exhibition. 

The narrative, or story lines I offered visitors traced the 
history of eighteen French designers or couturiers repre-
sented in the exhibition, but not the narratives of the actual 
women who purchased, embodied, or donated the cloth-
ing to the collection. The exhibition was most of all aesthet-
ically beautiful, sumptuous, and lavish (see Figure 16). 

Unlike Suiting the Modern Woman where the exhibition 
was saturated in interpretive components, Haute Cou-
ture offered minimal ways for visitors to chart routes to 
locate meanings in the gallery.  I wrote an accompanying 
exhibition catalogue (Utz, 2000a) which served as a gal-
lery guide to the exhibition, but it offered only one way 
of knowing, my way, as the authoritative curator of the 
exhibition. In that sense, I failed to open the exhibition up 
to visitor narratives and knowing. 

Figure 16
Cu r at i n g  A e st h et ic a l ly
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Within a year of completing the Haute 

Couture exhibition, I was forced to turn 

away from the curating I cared so much for, 

because I was unable to support myself, as 

a single woman on a curator salary.  I could 

not continue my curator work, I could no 

longer participate in curator conversations.  

I found myself suddenly out of the muse-

um, without a collection to care for, and 

displaced in a public school classroom as 

an art teacher.  Walking away from museum 

education and curating felt like a severing, 

a tear, a deep hole in my identity. I did not 

know if I would ever find my way back. I did 

not fully understand what leaving curating 

meant at the time.  “Interpretation does not 

begin with me.  It only begins when some-

thing happens to me in my reading of a text, 

when something strikes me, tears me open, 

‘wounds’ me and leaves me vulnerable and 

open in the world, like the sensitivities of 

open flesh” (Kind, 2006, p. 13).  The open-

ings, the wounds, allowed and continue to 

allow me to imagine how I might activate 

my artifacts to render and reinvent myself.  

“Hiding between the lines of my life, weav-

ing in and out, like threads stitching togeth-

er fragments, piercing, gathering, and cre-

ating seams like scars” (Kind, 2006, p. 18). 

This dissertation is an invitation to dwell in 

the wounds, the openings, to care for ob-

jects and identity, and to be willing to take 

the curatorial turns, tracing and mapping 

the scars along the way.

Turning: Away
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C h a p t e r  1
Living the 

Curriculum
The writing of the dissertation has taken me a 
long time to complete.  As Sinner, Leggo, Irwin, Gou-
zouasis, and Grauer (2006) relay, “[a]rts-based research 
is a process that takes time” (p. 1255).  I have started 
and stopped, worked, re-worked, turned, and re-turned 
many times over the last three years to trace the curato-
rial turnings of my living inquiry. Along the way, I have 
presented the work in progress at professional confer-
ences as well as in invited lectures, and I have published 
interactions and imaginings with the writing in journal 
articles. While the work included a very public exhibi-
tion in 2012, it has also included many private and pain-
ful experiences and attempts to articulate the massive 
clutter in my life and in my research. The writing does 
not always come easily. I resist the writing of my becom-
ing.  I struggle with what to reveal, what to release, and 
what to keep.  At its center, this inquiry forces me to 
invite curricular conversations that attune to the curricu-
lum I curate and the curriculum I live.

Curriculum Considerations 
for Curating

Curriculum derives from the Latin currere; to run, to run a 
course. “The course most broadly is our lives, in schools 
and out, and the running is our experience of our lives” 
(Pinar & Grumet, 1976, p. 18). Therefore currere is not 
fixed, it is in motion, and it is lived. Brandes and Fels 
(2006) ask, “What is curriculum, how do we engage in 
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it, how do we invite our students to enter into curricular 
conversation with teachers, and whose curriculum is it 
anyway?” (para. 3). This leads me to question what is the 
curriculum we plan as curators, the curriculum we live 
as curators, the curriculum we plan as educators, and 
the curriculum we live as educators?  If curriculum is 
what we teach and pedagogy is how we teach, what do 
curriculum and pedagogy hold for curating?  What are 
the implications for our teaching if we invite others to 
act as curators and to participate in creating curriculum 
(D’Acquisto, 2006; Branson, 2011; Toth, 2011)?  In other 
words, what could the performative act of curating mean 
for the field of art education?  Grumet (1981) asserts, 

“[c]urriculum is the collective story we tell our children 
about our past, our present and our future” (p. 115). How 
might curators call forth curriculums that could evolve 
and enfold these stories for visitors?  How might curator 
stories become a way of knowing? This requires that 
we become aware, seek connectedness, and live in the 
moment.  What does it mean to live our curriculum (Aoki, 
2005)?  In living the curriculum, the curating becomes a 
performative act, an action as a way of knowing. Ted Aoki 
suggests living our curriculum points towards penetrat-
ing inquiry, where praxis is done reflectively (Pinar & Irwin, 
2005).  It is in these reflective moments, we might take 
the turns. As Aoki writes “[i]t is within this critical turn, a 
precious moment in praxis that there exists possibilities 
for empowerment that can nourish transformation of 
the self and the curriculum reality” (Pinar & Irwin, 2005, 
p. 4). Aoki invites educators to envision curriculum as a 
plan, a plan in use— “We must turn to make sense afresh 
of competence in teaching” (Pinar & Irwin, 2005, p. 7).  In 
order to understand curriculum instruction, Aoki (2005) 
says, “I twisted it, I turned it upside down.” (p. 37). If we 

dissolve beginnings and endings, and dwell in middle 
spaces, in-between spaces, reflective moments of praxis 
will emerge and shift. 

Curriculum is an autobiographical act, where educators 
bring their histories and values to their teaching and 
pass that along to their students.  There are layered paths 
to unpacking my autobiography acts as a curator, artist, 
researcher, and teacher, that I pass along to visitors and 
now to the reader.  For too long, I have left these histories 
undone and unpacked.

Figure 17
S o m e  Clot h e s  A r e  L i k e  T h at

Dress Story
Navy wool bouclé suit, 
1964

The first Christmas my par-
ents were married, my father 
spent what little money they 
had to buy my mother this 
suit.  He wrapped it himself, 
and carried it on a train all 
the way from Minnesota to 
Tulsa to surprise my mother 
on Christmas morning. She 
loved it.  She looked so 
beautiful in that suit. My 
earliest memories of my 
mother collecting clothes 
began with this suit.  It has 
been stored in prominent 
places in every house she 
and my father have lived in 
over their 50 years of mar-
riage.  When I was baptized 
in 1970, my mother wore 
this suit.  Even though my 
mother has not worn this 
suit in almost forty years, 
she will never let it go.  
Some clothes are like that. 
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Turning to My Bag of Tricks

I recently taught an undergraduate topics course for 
pre-service art education students and I instructed them 
to start collecting teaching materials for their future 
classrooms. I did not recognize the reasons why I am so 
passionate about my students’ need to amass a variety 
of teaching resources, visual aids, art games, reproduc-
tions, and tools in order for them to become prepared 
to be what I felt was a successful classroom teacher. Why 
was I certain that my storage tubs of teaching resources 
enabled me to be a better teacher? I never stopped to 
consider why collecting is so important to me to impart to 
my pre-service students. I did not interrogate why I collect 
teaching items, why I have over thirty storage tubs of 
teaching resources at my disposal, as my “bag of teach-
ing tricks.”  My need to require my students to collect, to 
store, to curate their art teaching tools led me to ask the 
department chair to allocate funds for me to purchase a 
13-gallon storage tub for each of my twenty-five students. 
As I passed the tubs out to the students on the last day of 
class, I commanded, “Go forth and fill your tubs!”  What 
does it mean for me to ask students to pack their teaching, 
curricula, and pedagogies into their own plastic storage 
tubs.  One of my students made a picture of me pretend-
ing to balance a pile of storage tubs and gave it to me as 
I gave him a tub to fill (see Figure 18).  I now realize I did 
not understand the meaning of my tubs until I began to 
unpack them and my practice in this inquiry. Not only do I 
collect, but I also actually curate my tubs, in the process of 
curating my life. The tubs became my syllabus, a curatorial 
syllabus where I might pick and choose what I prioritize. 
What are the curricular implications of my teaching tubs? 
How would I approach teaching without my tubs? How 

might I unpack the collecting and curating of my teach-
ing practices? These questions require that I trouble the 
concept of packing and unpacking in my lived experience.

Packing & Unpacking the Clutter

Packing is a difficult word for me as I remember all of 
the times my family packed to move for my father’s job. 
While we took the same belongings with us each time 
we moved, our sense of belonging/belongings was of-
ten left in boxes. For me, unpacking literally conjures up 
memories of moving, memories of moving boxes and 
their contents, and memories of the objects, collections, 
and experiences, which are difficult for me to see, keep, 
and address in my identity formation. I like to imagine 
filling my great-grandmother’s suitcase (see Figure 19) 
with treasures I could not bear to lose. I am drawn to 
opportunities to unpack my relationship to and under-
standing of the things I pack in my identity, curating, 
and teaching. In this inquiry, unpacking allows for deep 
reflection, interrogation, and interpretation. Unpacking 
my identity requires me to identify the roots and routes 
in the mapping of my curator, artist, researcher, and 
teacher self and my relationship to collecting and cu-
rating. I have to become vulnerable enough to unpack 
the reasons for my curating. There is so much clutter to 
sift through. As I unpack my curatorial knowing, I look 
backwards before I look forwards, I begin to deal with 
the clutter, the messiness, and the obsessive collect-
ing that shaped my curator beginnings and the ways I 
select and discard materials in my teaching.

Flood, Grauer, Irwin, and Zimmerman (2004) note 
the public interest in the television program Antiques 

Figure 18
I n  T e ach i n g  T u b s
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Roadshow and suggest the interest in the show stems 
from the opportunity for owners to learn about their 
objects through critical processes (p. 15). The dark side 
of the collector’s impulse can be seen in programs such 
as Hoarders and Hoarding: Buried Alive and why viewers 
tune-in to watch collectors struggle with the psycho-
logical routes of their need to accumulate objects and 
collections of seemingly worthless items. According to 
the Mayo Clinic (2011), a hoard is a store or a treasure, a 
stock, or a quantity of anything hidden or kept in reserve, 
a treasure, while hoarding, also called compulsive hoard-
ing and compulsive hoarding syndrome, is an obsessive 
collection of items, and the inability to discard them. 

Husband and wife artists, Hillerbrand + Magsamen (www.
hillerbrandmagsamen.com, 2016) push their family’s 
massive collection of possessions to the breaking point 
in their collaborative work, Stuffed, a performative piece 
based on walling themselves into their suburban home 
with their physical hoards of stuff.  They actually experi-
enced being trapped inside their home, buried by the 
objects they collect. Their family becomes the subject, and 
their home becomes the canvas in their work.  The artists 
photographed the rooms of their house piled from floor 
to ceiling and then had the photographs printed on 50” 
x 60” polar fleece blankets at their local Walmart store, 
ironically, the source of so many of their possessions.  In 
Stuffed, the artists hang the printed blankets on the gallery 
walls on curtain rods, each depicting a different room of 
their home to render hoarding in provocative ways.  The 
artists offer viewers their quilts or tapestries of modern liv-
ing and trouble the idea of home, family, and belongings.  
Interestingly, these tapestries take up very little space to 
convey big questions about our need to hold onto objects. 

Like Hillerbrand + Magsamen, I was searching for ways to 
creatively render what my possessions mean to me.

My inquiry looks at the cultural understandings of col-
lections as treasures to be protected and cared for and 
collections in need of being released. I continue to ques-
tion why I hoard objects, collections, and experiences and 
I question how objects can function and dysfunction in my 
identity construction. I ask myself whether my teaching 
tubs were mere houses for my hoards of material for my 
curricula and pedagogies. My autobiographical inquiry 
allows for the tracing of my relationship to objects and 
collections, along with why I curate as an artist, researcher, 

Figure 19
Pack i n g  i t  i n / pack i n g  i t  d own
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Figure 20
T h e  Clu t t e r  of  m y  L i v i n g
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easily overlooked.  I learned (and am still learning) to 

wait for things to grow and change in their own time 

and to keep a different pace. (p. 29)

Reading Kind’s account of living in the tensions in/be-
tween time, in/between the known and unknown allowed 
me to begin to write the story of my life before and my 
life after. It is hard to even remember my first year to teach 
art (see Figure 21) or remember the clothes I first wore 
to teach art. Once I became a mother my life seemed to 
be missing, just like the green dress I was wearing.  I don’t 
know what happened to it or to me.

and teacher.  Any time I allow myself to really think about 
the clutter, I shut down.  I don’t want to think about what 
is keeping me from removing the clutter of my living. And 
yet, the clutter is at the very heart of how I got here. I 
inherited the clutter from the women in my family.  I look 
at a pile of damaged linens stored in our family trunk (see 
Figure 20) and worry will I ever dig my way out of my 
material. Kind (2006) asks, “One can never know how long 
and difficult a journey may be on starting out.  Yet it was 
exactly this difficulty that made this work possible” (p. 32).  
Curating made it possible for me to move forward.

Curating as a Curative Practice

I think my need to create order out of clutter led me to 
museum curatorial work. I remember being drawn to clean 
and sterile museum spaces with their polished terrazzo 
floors, freshly painted pedestals, and shiny stanchions that 
kept visitors from touching precious objects. In a muse-
um, every object in the collection has a proper storage 
location, a catalogue number, and records documenting 
the provenance. Museum spaces were not only curatorial 
spaces to teach and learn from objects, they were curative 
spaces, free of clutter for me professionally and privately. I 
came to better understand myself and my relationship to 
objects and collecting working in museum spaces. When 
I became a mother, I was no longer curating in a museum; 
rather, I was curating my pregnancy, birthing experience, 
and caring for my special needs daughter.  Kind (2006) 
characterizes her son Nathanial’s birthing story in the fol-
lowing reflection:

His birth in many ways was the beginning of my life.  

Through him I learned to see and attend to things so 

Figure 21
M y  T e ach e r  L i f e  B e f or e
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In 2003, my daughter, Elizabeth Ellis was 

born three months early, weighing only one 

pound, eleven ounces. I was not ready for 

her arrival. I had not even packed a bag to 

go to the hospital. I had not read parenting 

books, decorated her nursery, or assembled 

her layette with the items she would need as a 

baby. The day after she was born, the doctors 

warned me about the seriousness of her illness 

and the possibility of her having brain damage, 

physical disabilities, blindness, deafness, or 

worse, that she might die. As I listened to the 

doctors tell me I may lose her I packed their 

words down into a deep place where no one 

would see my fears or insecurities as a moth-

er. I would not hear the doctor’s cautions, nor 

could I prepare for the reality I may have to 

accept the possibility of her death.

Elizabeth spent seventy-seven days in 

the Neonatal Intensive Care Unit before she 

came home from the hospital on oxygen and 

monitors. The doctors advised me to quit my 

job and devote myself to the full-time care 

and treatment of my very sick child. For the 

first three months at home, I spent hours each 

week driving Elizabeth to her cardiologist, pul-

monologist, optometrist, and pediatrician ap-

pointments. It was all I could do for her. I could 

not breastfeed her, I could not hold her close 

without setting-off alarms, and I could not 

make her well. Therefore, instead, I adhered to 

strict feeding charts, which required me to mix 

thick, sticky formula with powder calories to 

attempt to increase her weight. I filled count-

less small droppers and administered her five 

medications eleven times a day. I attached 

leads to her feet and taped breathing tubes to 

her nose, then listened all night long for mon-

itors to cry out that she was in distress. I no 

longer curated artworks in a museum; instead, 

I curated my daughter’s treatment plan to help 

her heal. I thought about how I would collect 

Turning: Towards Motherhood

Parts of this chapter have been previously published in part and full from McCartney, L. L. (2015).  Towards a poor exhibition: The fail(lure) of curare and currere.  Journal of 
Social Theory in Art Education, 35 (2015), pp. 136-146.  Reproduced with permission from the Caucus for Social Theory and Art Education, and the author, who holds the copyright 
to the material.
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the experience of her early arrival and tenuous 

beginnings and I agonized about how I would 

perform as a parent of a special needs child.

Elizabeth eventually stopped needing the 

oxygen to breathe and, thankfully, she contin-

ued to get healthy. For three years, she had 

speech and physical therapy twice a week, as 

these were areas in which she showed sig-

nificant delays due to her early birth. I would 

take copious notes from each of the therapists 

to learn how to design activities and learn-

ing strategies for her to improve. By the time 

she started preschool in the fall of 2006, she 

had made many improvements, but she still 

had limited abilities talking, singing, drawing, 

jumping, running, and climbing stairs. After 

three years as a stay-at-home mother, I found 

I suddenly had limited abilities as curator/

artist/researcher/teacher. I no longer had a 

position as a museum curator. I did not have 

time to make art. I had to file an incomplete 

Figure 22
Cu r at i n g  M y  Daugh t e r
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Listening for an Inner Call

Twelve years later, I find myself at a crossroads, an inter-
section in my lived experience and my lived curriculum. I 
find myself located between my curating, art making, re-
searching, and teaching as well as my daughter’s extreme 
prematurity. I recognize myself, stitched between the sim-
ilarities located in Kind’s (2006) work as I consider themes 
of collecting and curating as the parent of a special needs 
child myself, and what it might mean to my curating, art 
making, research, and teaching. I collect. I pack my col-
lections in storage tubs, and I curate my autobiography 
through my collections. This research calls to me, it awakes 
in me something packed away for some time. I am yearn-
ing to hear the call, to return to curating.  Parker Palmer 
(1998) describes teaching as an inner calling, and in this 
work, I hear an inner calling to curating, to allowing for the 
unknown and uncertainty.

Allowing for Uncertainty

In the early 1990s, when I was preparing to enter the 
museum education profession, I remember being frus-
trated reading the Eisner and Dobbs (1986) report of how 
art museum education was an “uncertain profession” (p. 
1).  Their conclusions made me anxious. I came to the 
profession having earned a degree in art history, fulfilled 
a museums studies program, achieved a master’s degree 
in art education, completed five museum internships, and 
gained a certificate in art museum education.  I attended 
national and state museum and art education conferences 
and was a member of their museum education divisions.  I 
felt confident in my preparation, certain I knew how to be 
a curator and museum educator.  I realize now, many years 

in my doctoral coursework and stop doing 

my academic research. I did not have a class-

room where I taught art. I had no professional 

identity anymore. My full time job was to care 

for and cure my daughter. My identity was 

suddenly defined by her wellness. Not only 

did I turn away from professional curating and 

teaching, I also gave up my salary, retirement, 

and health benefits. I exchanged the sterile se-

curity of museum gallery spaces for the sterile 

stench that hovered in doctors’ waiting rooms, 

clinics, social service offices, and laboratories.

I mistakenly thought mothering was not 

curating. I soon realized instead of curating 

art, I was curating my daughter’s childhood as I 

collected the memories and material evidence 

of her early life. I curated what she read, ex-

perienced, heard, and saw. I curated each of 

her birthday parties and holiday celebrations. 

I curated what she wore and how she looked 

to the outside world. I curated her bedroom, 

collections, and identity as my daughter, the 

daughter of a curator.
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later, despite the fact I have worked in different museums, 
curated more than fifty museum exhibitions, planned and 
led over 250 public museum programs, earned an art ed-
ucation teaching certificate, and taught in public schools 
and in higher education, I am in fact not as certain as I 
once thought.

As a student preparing to become a museum curator of 
education, I interpreted Eisner and Dobbs’ uncertainty as 
a criticism.  One of the reasons Eisner and Dobbs (1986) 
cited the uncertainty of museum education was its lack of 
“sufficient intellectual base and theoretical foundation” 
(p. 29).  In contrast, Rolling’s (2004) self-study embraces 
uncertainty within his attempts to “figure himself out” as 
a son, student, artist, writer, teacher, and black man (p. 
46) as he searches for his identity formations.  In Rolling’s 
(2004) inquiry, I found the word uncertainty did not seem 

Figure 23
Hol di n g  U p  M y  Qu e st ion s

like a criticism, but rather, an opportunity to be critical, 
use and be used by theory, all the while residing in the 
tensions between what is certain and what is uncertain in 
our identities.  I wondered what this might mean to me as 
a curator/artist/researcher/teacher.  Kind (2006) assures 
readers of her dissertation, “[t]here will be no answers.  
Just the journey and the invitation to find yourself im-
plicated along the way” (p. 41). How might I find myself 
along the way, full of uncertainties as a daughter, mother, 
curator, artist, researcher, and teacher, while rendering 
and curating those uncertainties, opening them up for 
scrutiny?  Moreover, how might my autobiography allow 
me to think differently about my curricula and pedagogi-
cal priorities?  

Ironside (2003) suggests narrative pedagogy invites 
teachers and students to “create places for and preserve 
thinking together in ways that explore what is known, un-
known, and taken for granted” (p. 513), where uncertainty 
and fallibility help teachers and students to see, think, and 
learn in different ways.  Much of my former curator life, 
known and unknown has been taken for granted up to this 
point.  This research is designed to help readers see, think, 
and learn in different ways. 

Asking the Questions

My inquiry questions then become how might curator 
as artist/researcher/teacher be unpacked, undone, and 
rendered through a/r/tographic inquiry?  What might 
autobiographical curating mean for curriculum and ped-
agogy in art education?  This dissertation catalogue is a 
mapping within and in-between these questions along 
the research journey.
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C h a p t e r  2
On Turning Curate derives from the Latin curare—to care, to nur-

ture, to guard, or to protect.  A curator is one who has the 
care or superintendence of anything, such as a collec-
tion, museum, or library.  Szántó (2007) adds, “to curate, 
above all, is to be curious and inquisitive” (p. 69).  This 
inquiry maps questions of my performativity as curator 
which takes several forms. Rand and Kouris (2007) pro-
vide a list of curator job descriptions including “admin-
istrator, auteur, bricoleur, broker, cartographer, catalyst, 
and cultural nomad” (p. 18). Curating is characterized by 
the processes of selecting, organizing, and protecting 
the items in a collection or exhibition.  Nevertheless, as 
O’Neill and Wilson (2010) assert curating is not simply 
the administrative, managerial, and procedural in mode, 
but also, processual, and non-linear. Moreover, Verwoert 
(2010) suggests:

To curate means to talk things into being, not just ex-

hibitions or events but the very social relations out of 

which such manifestations emerge, through the effort 

of creating and sustaining communication between 

the parties involved (the artists, the staff and board of 

the host institution, donors and sponsors, the press, 

members of the audience, etc.). (p. 24)

This research inquiry is an attempt to visually render 
the talking into being of the curating. Recently, there 
has been a shift in curator identity in the museum 
field (Farquharson, 2003; O’Neill, 2007; Rogoff, 2008; 
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Tischler & Tannert, 2004) where 
the role of the curator is a site for 
dialogue, discourse, and critique.  
Obrist (2011a) credits Bruce Alt-
shuler for the “rise of the curator 
as creator” (Obrist, 2011a, p. 8) 
while O’Neill (2007) acknowledges 
Jonathan Watkins for introducing 
the idea of the “curator as an artist,” 
shaping exhibitions through the 

“manipulation of the environment, 
the lighting, the labels, the place-
ment of other works of art” ( p. 21).  
I especially like the idea of a curator 
as an artist, because it echoes my 
research allowing for curator, artist, 
researcher, and teacher identities 
to converge.  I also appreciate the 
idea of curator as artist, because up 
to this point in my career, I never 
named myself as artist before, but 
rather as curator and museum edu-
cator who interpreted other artists’ 
work.  Curators make art in the 
decision-making, the selecting, of 
what to keep and what to discard in 
exhibitions.  But this shift in curator 
identity is more than recognizing 
the roles curators play in creating 
exhibitions, the focus now includes 
asking why and how they make their 
art decisions and how it re-de-
fines curatorial research (Green-
berg, Ferguson, & Nairne, 1996; 

Figure 24
Dr e s s i n g  f or  Wor k

Dress Story
Kaspar Navy linen 
suit with white linen 
lapels, 1997

When I curated the exhi-
bition Suiting the Modern 
Woman in 1997 for my 
master’s thesis, I bought 
this navy suit to wear to the 
opening reception. I think 
it is not a coincidence that I 
selected a navy suit, like my 
mother’s navy suit for this 
special event in my career 
and lived story. Fashion 
curator, Valerie Steele came 
from the Fashion Institute 
of Technology in New 
York and gave a lecture on 
women dressing for work. 
She stood beside me and 
Myra Walker that night.  I 
remember Steele comple-
mented my suit and the 
ways I was already dressing 
the part. A few months later, 
I wore the suit for my first 
job interview to become a 
curator.  It was my dress for 
success (Molloy, 1978).
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Rivett-Carnac, 2007).  This dissertation as catalogue is 
a visualization of the why and how I made art decisions 
within the curating of the inquiry as a pedagogical 
offering.  While Charlesworth (2006) worries this shift 
to curating curator doubt may lead to “a narcissistic 
display of uncertain ‘me, me, me’” (p. 294), it is worth 
considering the function of curating, while asking Who 
are we curating this self-reflexivity for, and on whose 
terms?  And moreover, it is worth considering the turn-
ing.  Like Cann (2012), as both a curator and an educa-
tor, I mark the ways the turns converge and conflict my 
curator identity.

Activating the Turn

This inquiry is a re-definition of curatorial research, a 
visualization of a shift in curator identity, in my curator 
identity, and an invitation to turn.  “In a turn, we turn away 
from something or towards or around something and it 
is we who are in movement, rather than it.  Something 
in us is activated, perhaps even actualized, as we turn” 
(Rogoff, 2010, p.42).  As I offer my own curatorial turn-
ings from past experiences, towards future thinking, I am 
actualized to think about curating differently. In curating 
the pedagogical turn of the Dress Stories exhibition, I 
brought together many shared things to mark the turn-
ing. Rogoff (2010) adds, “education becomes the site of 
odd and unexpected comings together – shared curi-
osities, shared subjectivities, shared sufferings, shared 
passions congregate around the promise of a subject, of 
an insight, of a creative possibility” (p. 39).  These com-
ing togethers point towards what Nadine Kalin (2014) 
calls the interdisciplinary performance of subjectivities, 
subjectivities that are blurred and contiguous.  In order 

to trouble my subjectivities as a curator, artist, research-
er, and teacher, I began to disrupt my ways of knowing 
up to this point.  Brenson (1998) asserts “the era of the 
curator has begun” (p. 16) and he challenges curators 
to disclose the decisions and conditions in which they 
curate, the doubts, emotions, and intellectual compo-
nents that comprise the curatorial process.  The shift 
in curator identity in the museum field (O’Neill, 2007; 
Rogoff, 2008; Tischler & Tannert, 2004) troubles curator 
as a site for dialogue, discourse, and critique (Obrist, 
2011a, 2011b, 2011c; Rand & Kouris, 2007; Rugg & Sed-
wick, 2007; Thea, 2009; Thomas, 2002; Townsend, 2003).  
I am most interested in the curator discourses which 
offer reflections and articulations of curator vulnerabili-
ties, spaces, histories, displacements, articulations, and 
politics revealing their inner subjectivities and outward 
performativity as curators (Rand & Kouris, 2007; Rugg 
& Sedwick, 2007; Thea, 2009; Thomas, 2002; Townsend, 
2003).  Thomas (2002) invites curators to share personal 
reflections revealing their motivations, “idiosyncrasies, 
passions, intuition, energies, curiosity, childhood expe-
riences, heritage, education, and political, social, and 
spiritual beliefs” (p. x).  It is these dialogues that are most 
alluring to me as a curator, artist, researcher, and teacher 
seeking to integrate curating through deep reflexivity 
and textual analysis.

My inquiry allows me to question my own curatorial 
ways of knowing and being and focus on myself as a 
curator and not just the exhibitions I curate.  Moreover, 
it allows me to consider self-study as a means to under-
stand curating’s implications for art education. Curating 
is no longer confined to the museum realm, but is now 
a global construct.  According to Rosenbaum (2011), 
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curating is about how people select, organize, present, 
and evaluate content and excess to determine what is 
relevant—“Curation is going to change the way we buy 
and sell things, the way we recommend and review 
things, and the way we mobilize groups of like-minded 
individuals to share, gather, and purchase as a group” 
(p. 4).  We live in an economy where rappers, DJs, and 
bloggers can articulate their practice and products as 
forms of curating (Carmanica, 2008 & Schlatter, 2010).  
Both museum visitors and classroom students curate 
on their phones, tablets, and laptops.  They navigate 
web browsers and social media, accessing information 
and images and organizing content.  In the 21st century, 
everyone is a curator, so curators must ask What are the 
implications for curating and teaching when we invite 
visitors and students to act as curators and to partici-
pate in curating their own curriculum (Belloli & Godard, 
1994; Branson, 2011; D’Acquisto, 2006; Ruitenberg, 
2015; Toth, 2011;)?  It requires curators to consider the 
nature of curating more deeply.

Concurrently, Claudia Ruitenberg (2015) recently called 
for discussions on the role of the curator to reconsider 
the role of the educator in new ways.  This is significant 
for me as I inquire into my identity construction as cura-
tor, artist, researcher, and teacher. Curating informs my 
tasks in each of these roles and allows me to think about 
the exhibition as an educational encounter in different 
ways.  Ruitenberg clarifies, “[t]he main difference be-
tween a curator and a teacher (at least in the popular 
image of these roles) seems to be that a curator’s focus 
is on setting the scene for the encounter between a 
work of art and a viewer” (p. 230).  In setting the scene, 
curators invite visitors into becoming spaces. “Curating 

is a ‘becoming discourse’ where curators are willing 
themselves to be the key subject and product of this dis-
course” (O’Neill, 2007, p. 26).  In curating, as becoming 
discourse, curators can reveal how and why they set the 
scene for visitor encounters (O’Neill, 2004, 2007, 2011). 
This inquiry positions me as the key subject and product 
of the discourse, which leaves me open and vulnerable 
to readers and visitors as I declare myself in new ways.  
Brenson (1998) calls for curators to allow for vulnerable 
spaces where they are able to declare themselves, to be 
self-conscious, open, and transparent, to thoughtfully 
consider what they reveal and what they hide from view-
ers. In these declarations, the work becomes pedagogi-
cal. I embrace the opportunities to make and reveal these 
curator choices.  As Gude (2004) shares, “[p]ostmodern 
thought embraces the heterogeneous, the local, and the 
specific.  It affirms the choice-making capacity of individ-
uals who select from the past those things that will best 
serve them as starting points for today” (p. 13). Thinking 
of curating in postmodern ways is different from the 
historical understanding of curare as merely caring for 
collections (Ruitenberg, 2015).  I find myself in a unique 
position, because as a curator I have been extensively 
trained to care-for objects, but as a museum educator 
and art educator, I am also compelled to consider curat-
ing more thoughtfully, and to offer new routes to curating 
in museums and classrooms, where caring for objects 
can become more meaningful. Ruitenberg (2015) notes 
the most important aspect of curating is to see the possi-
bilities for making connections, and that the connections 
are made possible through critique and critical cuts, or 
decisions of what to include and what to exclude in the 
exhibition. I am drawn to thinking about critical cuts, be-
cause this provokes me to think about cuts as wounds or 
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Figure 25
We r e  T h e s e  B o ot s  M a de  F or  T e ach i n g?

Figure 26
B lo od - sta i n e d  S hoe s

Dress Story
Brown leather lace-up 

teacher boots with low 
curved heel, c. 1910 

Naturalizer red leath-
er no-nonsense loafer 

teacher shoes, 2003
I can’t imagine teaching 

school all day in heels like 
my great-grandmother 

Helen when she wore these 
constricting lace-up boots.  
As an art teacher, I tried to 

find funky shoes that would 
still support my feet all day 
standing on concrete floors. 

I wore these red loafers with 
long linen dresses and skirts 

in my art classroom.  I was 
wearing them my last day 
in the classroom, the day 

Elizabeth came so early.  I 
wore them to the hospital 

the night my water broke, be-
cause they were easy to slip 

on and off.  There are still 
small blood stains on them 
from my water breaking.  I 

couldn’t get the stains out.  I 
keep them tucked in the back 
of my closet, and I remember 
my life before motherhood—

my teacher life in red shoes.
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For the Dress Stories exhibition, I created a perme-
able web of threads on the gallery wall, a closet of my 
hoards in the shape of a white cube (O’Doherty, 1996, 
1999), a laboratory (see Figure 27) to experiment and 
render a/r/tographical curating, and an unplanned 
situation that altered not only the objects, but also my 
ideas of art and my identity as a curator and producer.   
Clandinin and Connelly (2000) describe a three-di-
mensional inquiry space where text looks backward, 
forward, inward, and outward and situates meaning 
within contexts.  Might this three-dimensional space 
be akin to the “thirdness” or “third world” of being in 
the borderlands of knowing, of “re-thinking, re-living, 
and re-making?” (Irwin & de Cosson, 2004, p. 29).  Cu-
rator Matthew Higgs (2002) describes his practice as 
being, “interested in gaps, in the spaces and situations 
that are neglected or overlooked for one reason or an-
other” (p. 17). Correspondingly, Irwin and de Cosson 
(2004) suggest “[t]here are spaces between and spac-
es between the in-between” (p. 31).  While Lee (2007) 
asserts, “[e]xhibition making is about constructing 
the in-between space that carries the burden of the 
meaning of cultural difference in the present tense…it 
is about creating a ‘Third Space’…where cultural signs 
are not fixed but can be appropriated and reread” 
(p. 111).  As I envision opportunities to curate a third 
space in my inquiry, I am drawn to a private space.  
In-between space and time, in-situ, site-specific art 
or “situations” (Irwin & Springgay, 2008, p. xxvi) shift 
traditional relationships and relational encounters to 
critically examine and label the curator self.  The labels 
for the Dress Stories exhibition articulated the third 
space, inviting visitors in-between the objects and the 
stories of becoming curator.

openings for new possibilities.  It allows me to attune to 
the ways my critical cuts or curatorial wounds and scars 
actually frame the inquiry and offer ways to render how 
the exhibition came to be and continues to be even after 
the exhibition closed. For as Ruitenberg declares, “[c]
urating functions ‘parergonally,’ being external to the 
work but framing and affecting it” (p. 236).  Here, Ruiten-
berg uses parergon to refer to the criticality of the inter-
pretive framework of how an exhibition or how a curricu-
lum comes to be.  Curating parergonally, for me, requires 
the mapping of the turns that led to the exhibition, the 
writing, and the art making. Ruitenberg (2015) challeng-
es educators “to model the selection, interpretation, and 
meaningful connection of knowledge and ideas from 
among the vast amount of texts, images, and sounds” (p. 
240).  When educators assume the role of curator in their 
teaching, inviting students to also curate their learning, 
their connections, and their lived experiences, they can 
dwell in transformative spaces of becoming.

Spaces to Show and Tell

Storr (2006) asserts, “[s]howing is telling.  Space is the 
medium in which ideas are visually phrased” (p. 23, italics 
in original).  For me, gaps and spaces lead to introspec-
tion, self-reflection, and personal renewal. I wonder how 
I might show, tell, and install myself as curator. Blazwick 
(2006) cautions:

To be relevant in the twenty-first century, the gallery 

must at once be a permeable web, a black box, a 

white cube, a temple, a laboratory, a situation.  It must 

take the form of a creative partnership, between a cu-

rator and the producer, object, or idea of art. (p. 132)
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Labeling Ourselves

Labels take many forms in exhibitions offering levels of 
information from introduction panels, thematic panels, 
interpretive panels and object labels.  Some curators offer 
viewers very little didactic information, while other cura-
tors load exhibitions with text designed to educate visi-
tors.  Curators allow labels to speak for them, to articulate 
exhibitions, talking to the viewer and the art simultaneous-
ly (Schaffner, 2006).  There are right and wrong ways to 
design effective labels (Greg, 2010; Kelly, 2009; Schaffner, 

2006; Serrell, 1983, 1996; Simon, 2010) requiring curators 
to consider a multitude of factors affecting the success 
of a label—audience, sentences, paragraphs, punctuation, 
graphics, design, placement, language, and engagement.  
Schaffner (2006) suggests, 

Labels speak for the curator, whose job it is to articu-

late the reason for an exhibition.  When curators don’t 

use labels, or when the labels are badly written, it may 

indicate that the show was only vaguely conceived 

from the start. (p. 164)

While traditionally, art curators limited the amount of text 
to scholarly art history interpretations and criticism, there 
has been a shift to offering more interactive labels in mu-
seums (Coxall, 1992; Ekarv, 1994; Roberts, 1997; Simon, 
2010).  Greg (2010) states, 

Audiences now want to touch the art, to have con-

versations in the galleries, to make their own work 

in response to what they see, to peer into the inner 

workings of a museum, to converse with artists and 

challenge curators. (para. 26)

These directives leave me thinking about ways that 
labels are shifting and being rendered to allow viewers 
to unfold and trouble narratives for more meaningful 
readings.  Still other curators break traditional rules 
about label writing. Schaffner (2006) describes the labels 
created by curators Harold Koda and Richard Martin at 
the Costume Institute of the Metropolitan Museum of Art 
in New York, in which the labels played a significant role 
in creating sumptuous exhibitions: “Martin’s style of writ-
ing was erudite and expansive, full of his own pleasure 

Figure 27
Wh i t e  Cu b e / T h i r d  S pace
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in knowledge, in words, and in the act of interpretation” 
(p.167). I remember visiting the Costume Institute’s exhi-
bition Bare Witness at the Metropolitan Museum of Art in 
1996, and being struck by how beautiful and informative 
the didactics were throughout the exhibition. Interest-
ingly, Martin was a costume curator mentor to my mentor, 
Myra Walker, and subsequently, installation design was 
of paramount importance in my own curatorial ways of 
knowing. Years after this mentorship while working on 
this dissertation, I began to wonder what a/r/tographical 
labeling could mean for curators.  The word label itself 
can be a site for interrogation and reflexivity.  We label 
what it means to be a curator, artist, researcher, and 
teacher.  We label our questions.  We label our practices.  
What could it mean to imagine the ways we label and the 
ways we are able as curators?  Might it be possible to la-
bel or l(able) ourselves? How can labels become vulnera-
ble openings into and along curator turns? 

For the Dress Stories exhibition I decided, like Koda and 
Martin, to treat the didactics as writerly text and “not just 
as a mode of description or information” where what was 
written on the wall “can provoke a receptive and asso-
ciative state of mind” (Schaffner, 2006, p. 167).  Large 
panels (see Figure 28) dedicated to each of the a/r/to-
graphical renderings in my inquiry were placed around 
the gallery walls revealing not only the particularities of 
the garments on display, but also my personal narratives 
and interpretations. The text on each label overlapped 
the blurred image of beautiful cut work stitched into my 
great-grandmother’s dress (see Figure 8) included in 

Figure 28
L a b e l  I f  You ’ r e  A b l e
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the exhibition. The graphy and the imagery were another 
visualization in the inquiry. I also provided visitors with a 
gallery leaflet, called a zine, which included inexpensively 
photocopied images and narratives to accompany each 
of the garments in the exhibition. Much of the text in 
the exhibition was painful, provocative, and transparent. 
Verwoert (2011) asks what form might an exhibition take 

“if it were to allow for the seams, ruptures and sutures, 
occurring in the process of producing a collective man-
ifestation, to become visible?” (p. 25). What might this 
kind of transparency mean to curating where seams and 
ruptures are stitched into the exhibition?  What could it 
mean to art education, to curriculum or pedagogy?  The 
curatorial turn also marks an educational turn in muse-
ums. As a museum educator, the educational turn offers 
me space to critically consider how visitors to the Dress 
Stories exhibition might experience the objects and the 
stories in more meaningful ways.

Museum Education Turns

Museums began to shift their priorities over the last 
half century to emphasize education and the needs of 
the visitor (American Association of Museums, 1984; 
Berry & Mayer, 1989; Buffington, 2007; Hein, 1998; 
Hooper-Greenhill, 1994b, 2007; Newsom & Silver, 
1978; Roberts, 1997; Simon, 2010; Villeneuve, 2007; 
Zeller, 1989). In 1969, museum educators formed the 
Museum Education Roundtable, following in 1971 with 
the American Association of Museums creation of the 
President’s Committee in Education to provide a formal 
voice and platform for museum education objectives 
(McLean, 1999).  The Tax Reform Act of 1969 officially 
designated museums as educational institutions that 

Figure 29
I n  E m p t i n e s s
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not only exhibit but also teach (American Association 
of Museums, 1984, p. 55).  Over the ensuing decades 
of the ‘70s and ‘80s, museum educators struggled to 
move their institutions beyond long-held aesthetic 
missions to define their uncertain roles (Eisner & Dobbs, 
1986) in shaping learning and the social context of mu-
seum experiences.  Towards that aim, the National Art 
Education Association established the Museum Educa-
tion Division in 1981 to document and share their prac-
tices within the field (Caston & Schneider, 2007, p. 14).  
As museums looked ahead to the 21st century, learning 
became imperative to the success of the growing mu-
seum movement across America (American Association 
of Museums, 1984).  The publication of Museums for a 
New Century (American Association of Museums, 1984) 
served as a clarion call for the “integration of educa-
tion into all aspects of museum operations, as well as 
research into the nature of museum learning” (Zeller, 
1989, p. 80) and “by the 1980s interpretation was an ac-
cepted institutional function” (Roberts, 1997, p. 66).  In 
1992, the American Association of Museums Task Force 
on Museum Education published the report, Excellence 
and Equity: Education and the Public Dimension of Mu-
seums (Hirzy, 1992) offering ten guiding principles for 
museum education and articulating the public service 
role of museums.  The first principle poignantly states, 

“[w]e assert that education is a primary responsibility of 
museums.  The commitment to serve the public must 
be clearly stated in every museum’s mission and central 
to its activities” (Pittman, 1992, p. 79).  Correspondingly, 
Archabal (1992) notes an inherent difference between 
naming education as the primary responsibility of mu-
seums versus a primary responsibility of museums (p. 
85) calling for museums to make major changes in their 

missions and mandates.  I was committed to making 
major changes in the ways I curated the Dress Stories 
exhibition.  I envisioned the exhibition as curriculum 
as I began to dwell and perform as curator, artist, re-
searcher, and teacher.  From the earliest stages of the 
planning, I worked to allow spaces and opportunities 
for the visitor to make meaning as they experienced 
the exhibition, making education the primary aim.  But 
I also was also allowing spaces for me as the curator to 
make meaning as I lived the curriculum.

Do Museums Have Curriculum?

Questioning the “who” and the “what” of museum edu-
cation led to discussions challenging “do museums have 
curriculum?” (Beer, 1992, p. 209).  In response, Beer 
suggests, “[w]e might define museum curriculum, then, 
as the activities, objects, and organizational processes 
and arrangements used by museum staff and intended 
for or experienced by museum visitors for the purpose 
of fulfilling explicit or implicit educational goals” (p. 
213).  Beer (1992) adds “[t]he unique feature of museum 
curriculums is that they are curriculums of direct experi-
ence, not of discourse” (p. 214).  In other words, muse-
um curriculums are not merely the discourse of curators 
or their institutions, but rather evolve from the direct 
experiences visitors have looking at and experiencing 
objects.  Museums can then listen for visitor discourses 
based on their learning and involvement with what they 
see and experience.  This attention to visitor involve-
ment in museums led to an emphasis on teaching “mu-
seum literacy” (Stapp, 1992, p. 112) and “visual literacy” 
(Rice, 1992, p. 144) in museum education.  Rice (1992) 
defined visual literacy as “making sense of art and being 
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able to apply to daily life the learning and experiences 
derived from original objects in the museum setting” (p. 
144).  In the ‘90s, educators, such as Hein (1998) called 
for constructivist museums: 

Visitors make meaning in the museum, they learn by 

constructing their own understandings.  The issue 

for museums, if  they recognize this principle, is to 

determine what meanings visitors do make from 

their experience, and then to shape the experience 

to the extent possible by the manipulation of the 

environment. (p. 179)

Likewise, Villeneuve and Love (2007) recently joined the 
call for constructivist paradigms in museum settings and 
extended this towards the facilitation of arts-based in-
quiry within these spaces so as to encourage “learners to 
think about and build on prior experiences and construct 
new meanings” (p. 202).  These constructivist approaches 
to museum education resonate with me in my inquiry, 
because I wanted visitors to make connections, build on 
their lived experiences, and transform learning to making 
meaning.  This was seemingly simple because everyone 
wears clothes and whether male or female, visitors could 
build on their experiences wearing clothes throughout 
their lives to make meaning in my exhibition.  Visitors 
could see my objects and make a connection to the 
clothing they wear in their lived experiences. I included 
an empty dress form (see Figure 29) in the exhibition, to 
point towards my future clothing, the clothes I do not 
wear or keep yet, but some day will, and as a way for 
visitors to visualize their own clothing on the form in the 
gallery space.  What clothing might visitors curate from 
their closets to better understand themselves? 

Constructing Meaning in Museums

I selected clothing exemplars for the Dress Stories 
exhibition that many visitors might relate to in their 
own lived experiences, including christening gowns, 
prom dresses, power suits, wedding dresses, little black 
dresses, and bathrobes.  I wanted visitors to recognize 
their own clothing as they experienced my clothing 
in the gallery.  I hoped as visitors walked through the 
physical space, they could metaphorically walk into my 
closets and cabinets of curiosities to locate their own 
clothing narratives.  Falk and Dierking (1992) offer an 

“Interactive Experience Model” to depict the ways peo-
ple use museums through three contexts “the personal, 
the social, and the physical” (p. 2) asserting where the 
three contexts overlap, interactivity occurs.  Visitors 
to the Dress Stories exhibition could pick and choose 
which ensembles interested them to consider more fully.  
While some of the clothing was specific to my lived 
experience, there were multiple ways for visitors to find 
artifacts that helped them make their own connections. 
Similarly, Falk and Dierking (2000) argue, “[m]uch of 
what people know is constructed through free-choice 
learning experiences” and they expand their interactive 
model into the “Contextual Model of Learning” (p. xiv) 
to describe museum learning.  This contextual model 
provides a framework for understanding the myriad of 
factors that influence learning in museums.  Through the 
contextual model framework, Falk and Dierking (2000) 
offer recommendations for maximizing personal learn-
ing in museums such as offering different types of learn-
ing strategies and styles, providing free-choice hooks, 
layering the complexity of information, and building 
emotion into the learning while creating open-ended 
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Dress Story
Dayton’s white silk 

satin and organza 
wedding dress with 

silk lace, 1964

My grandfather, Alson 
Mahnerd purchased my 

mother’s wedding dress for 
her at Dayton’s department 
store in 1964 for $100. My 

mother had envisioned 
wearing a sleek modern 
wedding suit for her big 
day, until my father told 

her he dreamed of her  
entering the church in a 

Grace Kelly style, full skirt-
ed traditional gown, so she 

quickly changed her dress 
agenda to be the bride of 

his dreams and she bought 
this dress instead.

Dress Story
 
 
 
When I was ready to select 
my wedding dress in 2002, 
I was passionate about 
honoring the dress stories 
of my family, so I asked 
my mother if I could alter 
her dress to fit me.  It took 
some convincing before she 
agreed. The bodice of my 
mother’s dress had yellowed 
over the years, so removing 
it to change the silhouette 
and design did not harm the 
sections of her dress that 
were still pristine. I turned 
to Dallas designer Richard 
Brooks to reconceptualize 
the dress for me.  He was 

able to salvage all of the lace 
medallions and covered but-
tons and incorporate them 
into the new design.  Shar-
ing the wedding dress with 
my mother was one of the 
most profound experiences 
in our mother-daughter 
relationship.  I get tickled 
when my mother refers to it 
now as “our dress.”  It is our 
dress. Just as my great-great-
great grandmother, Harriet 
Ellis Miller passed her dress 
down to future generations, 
my mother passed her dress 
to me and allowed me to 
make it my wedding dress.  
And one day, I will pass our 
dress down to my daughter.

Redesigned white silk satin and organza wedding dress 
with shawl collar and silk organza sleeves with Alen-
con French lace cuffs by Richard Brooks, 2002

Figure 30
Ch a n gi n g  Age n da s

Figure 31
I n  Ou r  Dr e s s
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experiences (pp. 187-189).  In the Dress Stories 
exhibition, I layered the complexity of informa-
tion from wall didactics, a gallery guide or zine of 
narratives to accompany the artifacts, and innova-
tive vinyl lettering which posed questions to those 
visitors willing to discover them tucked in drawers, 
pinned to the back of peplums, and placed along 
the bases of pedestals and walls. I was building 
emotion into the learning by sharing my mother-
hood stories with the visitors, allowing them to 
experience the pain and grief I had undergone 
while they engaged with the artifacts I displayed 
to render those emotions. Making meaning was 
the curriculum goal of the Dress Stories exhi-
bition. I had an increased interest in the visitor 
experiences and the ways they might construct 
meaning, whether it was officially called curricu-
lum or not—it acted as such.  Rose (2007) calls for 
museum educators to find intersections between 

curriculum theory and museum education, where curriculum 
is conceived as text which “opens museum and school curric-
ula to analysis and criticism, where knowledge is no longer a 
certainty but open to possibilities” (p. 54).  These open possi-
bilities require the museum education field to focus attention 
on the ways visitors learn in museums.

For over twenty-five years, museums have examined learn-
ing—how people learn, what people learn, and why people 
learn in museums (Hooper-Greenhill, 2007, Luke & Adams, 
2007; Walsh, 1991).  Csikszenthmihalyi and Hermanson 
(1995) define the extrinsic and intrinsic rewards which 
motivate learning in museums, stating, “[w]hat information 
we select to attend to, and how intently, are still the most 
important question about learning” (p. 68). Furthermore, 

Figure 32 ( L E F T )

A r e  You r  S hoe s 

Figure 33 ( R I G H T )

M a de  F or  Wa l k i n g

Figure 34 ( B E L O W )

Lo ok  H igh  a n d  Low
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Csikszenthmihalyi and Hermanson (1995) challenge 
museum educators to create “flow experiences” (pp. 
69-70) and design “flow activities” (p. 70) to lead 
visitors to personal growth and enduring meanings.  
In the Dress Stories exhibition, I worked to allow for 
literal flow metaphorical flow experiences.  Visitors 
could physically flow through the gallery spaces (see 
Figures 32 and 33), walking on stairs with lettering that 
posed the question, Are Your Shoes Made for Walking?

Figure 35
Stor i n g  Ou r s e lv e s

Above the baseboard, behind the little black dresses in 
the exhibition, vinyl lettering was applied to the wall asking 
visitors, What is the most important dress a woman ever 
wears?  Visitors had to really look for the question (see Figure 
34).  A casual glance around the gallery would not allow 
visitors to linger and consider my clothing or their clothing 
more deeply.  Tucked inside my family steamer trunk (see 
Figure 35) was the question, Where do you store your stuff 
and yourself? This question challenged visitors to think about 
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their own collecting practices.  I tucked vinyl lettering on the 
pedestal underneath the sheer organza fabric of the skirt of 
my wedding dress (see Figure 36) provoking visitors, What 
do we mask behind our veil? Only those visitors who looked 
down at the hem of my wedding dress might discover the 
opportunity to question the ways we pull back the veil or 
curtain on our identities.  I was also able to pin questions 
directly onto the clothing in the exhibition.  I could only do 
that because I personally own the objects.  The large paper 
labels (see Figure 37) reminded me of the object labels 
hanging on the garments in the Texas Fashion Collection.  I 
troubled the curatorial by pinning my questions onto the 
clothing.  I took a thick sharp metal safety pin and stabbed it 
into my clothing piercing holes in the fabric even though it is 
not acceptable curatorial practice.  The questions and their 
placement were that important to me as I planned for visitor 
participation and learning in the gallery. I tucked a label into 
the layers of the peplum on the back of a Laura Ashley dress 

(see Figure 38) in the entry of the gallery.  Visitors would have 
to move around to the side and back of the dress form to 
read, Can our clothes cover what we don’t want others to see?  
I pinned another label onto the arm hole of one of Elizabeth’s 
fancy dresses asking visitors, What is the difference between 
what is me and what is mine? And I pinned a label with the 
question, Why do we keep clothes we will never wear? on one 
of the Laura Ashley dresses folded and placed inside of the 
open dresser drawer in the installation.  I did not disclose the 
questions were placed around the gallery space, nor did I 
offer visitors a map to locate each one.  Some visitors discov-
ered all of the questions, and some missed the questions all 
together.  The labels and questions allowed for flow expe-
riences to challenge visitors to actually flow, or better, grow, 
in their connections to the exhibition.  Visitors to the Dress 
Stories exhibition were invited to interrogate the ways they 
collect and recollect on and in their lives and to determine 
what that means for them.  

Figure 36
L a b e l i n g  Ou r  Qu e st ion s
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Figure 37  ( A B O V E )

Wh at  L i e s  B e n e at h 

Figure 38 ( R I G H T )

Pe plu m  Prob l e m s
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Museum educators are called to attune to flow activities and 
to search for new meanings in the gallery space.  Csikszenth-
mihalyi and Hermanson (1995) suggest “meaningful experi-
ences are those that are both differentiated and integrated” 
(p. 71) and ones where “we can learn who we are and what 
we are capable of” (p. 71).  I like thinking about what we 
might be capable of in a museum.  I was not certain I was 
capable of curating the same way.  And I certainly never 
considered what visitors might be capable of.  The Dress 
Stories exhibition was an invitation to visitors to imagine what 
their own clothing might reveal about themselves and what 
they are capable of—capable of keeping, capable of caring 
for, and capable of releasing in their own lived experiences. 
Luke and Adams (2007) maintain that visitors “learn about 
content, learn how to engage in aesthetic perception, learn 
about ourselves and others, and learn how to learn” (p. 37).  It 
is learning to learn in meaningful ways that allows museum 
educators to shift attention to the various circumstances un-
der which visitor learning might create new knowledge. 

Producing New Knowledge

By the ‘90s, museum educators recognized knowledge was 
not so much transmitted as produced (Roberts, 1997, p. 3).  
Roberts (1992) asserts it is the museum educator’s responsi-
bility to open visitors’ minds by “giving voice to the collections” 
by asking “Whose views shall the museum represent? Whose 
stories shall be told” (p. 153).  During this period, museum 
educators began to recognize the ways stories pointed 
towards meaning making in interpretations of art.  Roberts 
(1997) moves museum education questions from “What does 
a thing mean?” to “What makes a thing meaningful?” (p. 58).  
Harmoniously, the Dress Stories exhibition offered my per-
sonal stories of what each clothing object means to me (see 

Dress Story
Black floral rayon 

wrap-around dress, 2002

I met Brent McCartney 
on May 3, 2002.  We had a 
whirlwind courtship filled 

with music and stories and 
instant connections.  We 
only dated for eight days 

before Brent proposed on 
May 11, 2002. I was wearing 
this dress when he looked at 

me and said, “Marry me.” I 
paused and said, “Alright.” I 

am so glad I have a picture 
from that night to remind 
me how I looked, because 

keeping the dress I was 
wearing that night reminds 

me of how I felt.

Figure 39
I s  S h e  M a r r i age  M at e r i a l?
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Figure 37) which was intended to act as a model for how visi-
tors might consider why their clothing is meaningful to them.

In an effort to invite more than one way of knowing, museum 
educators began developing opportunities for more than 
one possible way of narrative beyond an authorial curator.  
As Hooper-Greenhill (1992) questions, “if museums are plac-
es in which we may come to know new things, and where 
our perceptions may radically change, what is the nature of 
this knowing, and how are these changes brought about?” 
(p. 2).  Might deeply reflexive narratives assist to bring about 
changes in our knowing?  Roberts (1997) suggests educa-
tion is a narrative endeavor where experiences allow new 
ways to think about knowledge correspondingly, “[w]ith the 
legitimation of multiple ways of knowing and the acknowl-
edgment of the role of context in shaping understanding, 
language about ‘knowledge’ has shifted to language about 
‘meaning’” (p. 132).  Roberts (1997) continues, “[e]ducation, 
however, is about more than the making of meaning” calling 
instead for “re-construction of prior versions” (p. 133) of 
the world.  It is these opportunities for communication that 
are essential for narrative learning in museums.  There are 
museum, curator, and visitor stories occurring simultaneous-
ly.  The challenge is how we attune to the stories and listen 
for what they have to reveal.  In turning, we might listen for 
critical conversations in exhibition spaces.

Listening for Conversations

The word conversation comes from the Latin conversare 
which means to turn oneself about.  Turning about. Turn-
ing backwards.  Turning forward. The question of turning 
seems to become how to merge the separate stories into a 
conversation, not the conversation, but a conversation.  The 

turnings offered throughout this dissertation are conversa-
tions intended to invite readers into conversation with me 
as the curator and with the work to allow for turning oneself 
about. Mayer (2007) suggests museums have moved from 
one-sided lecture formats to two-sided communication mod-
els, where educators are both facilitators and participants in 
their talk and conversations.  Mayer (2007) incorporates Nel 
Noddings’ three types of conversations as teaching methods 
used in museums as “formal, immortal, and ordinary” (p. 189) 
to allow for and invite caring communication that values not 
only objects, but also affirm visitors and their learning by 

“speaking, listening, and responding” with them in a two-sid-
ed dialogue (p. 192).  Attuning to our speaking, listening, 
and responding propels museum educators into the future 
of our practices, within the post-museum.  Similarly, Kind 
(2006) finds space for curriculum as complicated conver-
sation, stories of actual lived and bodied experiences and 
relations, of meaning making.  The challenge becomes how 
to communicate meanings within the curatorial and how 
to invite complicated conversations into practice.  Hoop-
er-Greenhill (1994a) predicts the future of museum educa-
tion, focusing on the role communication plays and will play 
in museums.  Communication encompasses not only the in-
terpretation of objects, but also the overall message visitors 
receive and the ways they will perform in museum spaces.

Performing the Museum

Understandings of performance and performativity can re-
late to an actual performance, an action, or the measurement 
of a behavior (Hooper-Greenhill, 2007).  “To describe learn-
ing as ‘performative’ is to refer to learning as participative, 
where minds, bodies, and emotions are actively engaged, 
and where multiple processes of meaning-making occur 
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almost without conscious will” (Hooper-Greenhill, 2007, p. 
37).  In that sense, this inquiry is performative and full of 
possibilities. It allows readers to question how the post-mu-
seum allows curators, educators, and visitors to rethink the 
museum altogether.  Hooper-Greenhill (2000) imagines 
the post-museum as a new concept, full of possibilities for 
contextualizing communication between museums and 
visitors, where “the idea of the museum is being reborn” (p. 
152), and where museums might concentrate on how they 
use objects and their exhibitions as a form of communication.  
The Dress Stories exhibition offered a dialogic space, a space 
where the visitor was embodied to perform the museum.

Correspondingly, Charles Garoian (2001) describes museums 
as performative sites where visitors perform critical peda-
gogical strategies in dialogic ways to understand and experi-
ence collections to recontextualize curating as performative, 
repeated practice within living curricula. Much of my inquiry 
gives voice to the ways I, as curator and educator, perform the 
museum, but visitors must also be invited to imagine, create, 
and perform in museums in interactive ways. Garoian (2001) 
reminds readers works of art are not beyond reproach and 
new ways of exhibiting and interpreting works of art must 
take into account the viewer’s autobiography, for “By perform-
ing the museum, viewers bring their personal identities into 
play with the institution’s dominant ideologies” (p. 236).  It is 
the responsibility of the curator to interconnect the museum’s 
narrative with the viewer’s narrative. It is the saying and doing 
of performing that offers new ways of perception.  Garoian 
(2001) asks, “How do we differentiate between looking at 
a work of art and seeing it?” (p. 239, italics in original). He 
describes the performative in museums as speech acts where 

“what one sees in a work of art is tantamount to what one 
says about it and does with it” (p. 240). Museum curators and 

Dress Story
White cotton baby 

dress with lace trim, 
c. 1914

My mother selected one 
of my grandfather, Alson 

Mahnerd’s baby dresses 
for my brother and me to 

wear for our baptisms. She 
sewed a little cotton slip to 

wear underneath.  There 
was no question when I had 

my children they would 
wear the same dress for 

their baptisms.  It was very 
special for my mother that 

I chose to continue this 
tradition.  This one tiny 

dress means so much to my 
extended family. My mother 
and I were very sad that my 

brother’s children did not 
wear the family baptism 

dress for their baptisms. We 
do not share the same family 

connections, the same con-
versation with his children. 

It feels like a hole in the 
fabric of the story.

Figure 40
Fa m i ly  T h r e a ds

Figure 41
Hol e s  i n  t h e  Fa b r ic
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educators are challenged with creating experiences where 
viewers can see, say, and do in liminal sites and within ephem-
eral relationships. The Dress Stories exhibition was attuned to 
the ways visitors could see, say, and do their own dress stories 
in and between the liminal sites of my dress stories.

The Museum as Experience

This research began with my asking, How I might curate in 
performative ways that encourage viewers to linger and care 
for and about the museum experience? The challenge then 
follows: How might curating lead to learning in museums?  
Hooper-Greenhill (2007) describes learning in the post-mu-
seum as circular (p. 42) and as “a process of bricolage—a pick-
ing up of bits and pieces to produce something that seems to 
suit for the moment” (p. 176).  Leaving bits and pieces of my 
clutter in my curating allows for circular turning spaces. Mu-
seum educators in the post-museum must be willing to meet 
the challenges for designing spaces for curators, educators, 
and visitors to pick up the pieces of the past to produce new 
ways of learning (Goran, 2007).  In order to anticipate and 
plan for learning in the post-museum, curators need to allow 
for fully integrated performativity, performance, and practice 
as they create participatory learning opportunities for visitors.

Participatory Museums

Having looked backwards at historical museum education 
antecedents over the last forty years in an effort to anticipate 
the ways I might participate in the future, I now turn forward.  
Nina Simon (2010) invites curators, educators, and visitors 
into a participatory museum model which shapes the ways 
museum education might be remixed in the post-museum 
era. In order to support participation in museums, Simon 

(2010) challenges museums to trust visitors and their cura-
torial abilities “as creators, remixers, and redistributors of 
content” (p. 3).  Educators must afford opportunities to select 
and produce content as “instructional scaffolding” (p. 12) by 
which “educators or educational material provides support-
ive resources, tasks, and guidance upon which learners can 
build their confidence and abilities” (p. 12). In this inquiry, I 
perform as an exhibition builder, scaffolding an exhibition 
where visitors might focus on responding, caring, and 
creating together, calling into question the role of collecting 
ourselves within a participatory museum.  As Simon (2010) 
suggests, “[a]rtifacts can be at the heart of platform-based ex-
periences, the ‘object’ of visitors’ conversations and creative 
expression” (p. 126), when they are defined as social objects, 
and when they become “the center of dialogue in physical 
galleries as well” (p. 128).  In my inquiry, the artifacts are so-
cial objects—clothing and material culture acting as a nucleus 
for talking and making connections.  Simon (2010) defines 
social objects as “personal, active, provocative, or relational” 
(pp. 130-132) depending on design, and offers five tech-
niques for activating objects such as: 1). asking questions 
and prompting reactions, 2). providing live interpretations 
or performances for connections, 3). designing provocative 
presentation techniques including juxtaposition, conflict, or 
conversation, 4). giving instructions on how to engage with 
objects, or 5). offering ways to share objects physically or 
virtually with others. Each of these techniques provides path-
ways for visitors to make meaning with objects and with oth-
ers.  I find myself seeking ways into performing the museum 
and participatory curating and learning. I start from a place 
of familiarity in my curating. The story lines of my costume 
curating experiences in my past point to where the curating 
now might be performed in my present future, reproducing 
myself and my gendered experience in the world.
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C h a p t e r  3
Framing Feminism 

and Reproducing 
Ourselves

Riding the Waves 

Using the metaphor of waves (Dicker & Piepmeier, 2003; 
Kinser, 2004), I begin to map feminism through different 
movements, on different waves of thought that turn me 
through the inquiry.  The women’s movement in the Unit-
ed States is often said to have started in 1848 in Seneca 
Falls, New York, when Elizabeth Cady Stanton and her 
colleagues worked to gain legal rights to own property, 
to sue, to form contracts, and to vote. The first wave of 
feminists fought for social justice culminating in the ratifi-
cation of the Nineteenth Amendment giving women the 
right to vote in 1920.  The second wave is identified as the 
activism period starting in the 1960s, focused on gaining 
full human rights for women such as access to employ-
ment, education, child care, abortion, eradicating violence 
against women, and passing the Equal Rights Amendment.  
During the second wave, feminist began to theorize about 
their experiences in regards to gender, race, ethnicity, 
class, and sexuality. The third wave began in the early 
1990s and “contains elements of second wave critique of 
beauty culture, sexual abuse, and power structured while it 
also acknowledges and makes use of the pleasure, danger, 
and defining power of those structures” (Dicker & Piepmi-
er, 2003, p. 12). 

258   



I have been becoming-feminist since my 

childhood.  My mother modeled working out-

side of the home for me as a teacher.  Not only 

was she the first woman in her family to go to 

college, she was the first person in her family 

to have any kind of formal education, although 

her father never saw much point in educating 

a woman and offered no support for her aims. 

My mother and I never had conversations 

about what it meant to be a feminist, but there 

was an unspoken understanding she wanted 

me to go to college and be an independent, 

strong woman. When I asked her about her 

experience being a woman in the 1960s, she 

was proud to say she was never part of the 

counterculture or activism movements of the 

day, because she was already working as a 

teacher and she didn’t have time for protest-

ing, marching, or bra burning. While we never 

discussed Gloria Steinem around the dinner 

table, I always thought it was interesting my 

mother saved the cover of the Life Magazine 

(see Figure 42) from the week I was born in 

1970, which featured a reproduction of the 

1920 magazine cover that included a cartoon 

depicting the Statue of Liberty handing the 

19th Amendment to Susan B. Anthony.  Rerun-

ning the original cover marked the occasion 

of the 50th anniversary of women getting the 

right to vote in America.  I still have the maga-

zine cover.  It was like being born under a sign 

Turning: Into the Waves

Figure 42
I n  L i f e
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of hope (Bloom, 1998), forever shaping my 

feminist ways of being in my life. The magazine 

cover is technically the very first artifact I ever 

collected and cared for. 

During my young adulthood, in the 1990s, 

I identified myself as a feminist and minored 

in Women’s Studies at my liberal arts univer-

sity.  I enrolled in courses in women’s his-

tory, women in art history, and introduction 

to women’s studies.  It was during this time 

I first learned about feminism, sexism, pa-

triarchy, activism, and sexual politics.  I was 

discovering the work of so many women 

artists missing from the canons of art histo-

ry (Chadwick, 1990), questioning the litany, 

confronting the male gaze (Broude & Gar-

rard, 1982), and calling for gender equity in 

art education practices (Collins & Sandell, 

1984).  I was in my early 20s, reading Bet-

ty Friedan’s (1963) The Feminine Mystique, 

Naomi Wolf’s (1991) The Beauty Myth, and 

Margaret Atwood’s (1985) The Handmaid’s 

Tale for my women’s studies classes, listen-

ing to my Indigo Girls albums, and drinking 

coffee out of a Guerilla Girls protest mug 

and identifying with the feminist community 

on my college campus. My women’s studies 

courses traced the waves of feminism, where 

I could learn from the past and anticipate the 

ways I would actively ride the waves in my 

own life and practice. But, I am a white, edu-

cated, straight, middle-class woman who was, 

and still is, finding her way. Shortly after the 

third wave of feminism hit in the 1990s, I was 

independent and working to support myself 

as a graduate student, and later as a curator 

of education. Feminism was already woven 

into my fabric of my life.  
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The Feminist Curatorial Turn

Women’s museums were first conceived in the 1980s in 
response to the activism agendas of second wave femi-
nism, and the feminist art exhibitions organized by women 
artists in the 1970s. Curator and cultural theorist, Elke 
Krasny (2013) recounts:

These pioneering feminist exhibition projects were 

not only marked by the political aim to position 

women as artists, authors, and simply creators and 

the search for feminist and feminine expressions in 

art-making, but also by international networking and 

transnational exchange. (p. 13)

Feminist curating continually navigates the spaces of 
politics and practice. New feminist turns in archiving, 
collecting, and educating museum visitors about wom-
en’s history and theory continue to be necessary to the 
field. In Women’s Museum Curatorial Politics in Feminism, 
Education, History, and Art, Krasny (2013) maps the historic 
antecedents of more than forty years of feminism’s impact 
on the curatorial, marking the feminist turn in contem-
porary curating.  Krasny describes numerous exhibitions, 
publications, and symposiums devoted to the process, 
collaboration, and negotiation of feminist curating leading 
her to deduce that “[f]eminist curators, researchers, and 
theorists have made significant crossings, shifts, and turns 
within the curatorial field” (p. 15). One of the exhibitions 
Krasny (2013) interprets in her cartography of the feminist 
curating terrain, is Paula’s Home, curated in 2004 by An-
gelika Gillmayr and Elizabeth Nowak-Thaller at the Lentos 
Art Museum in Linz, Austria as the museum’s opening 
exhibition.  The exhibition is significant because it only 

featured art made by women artists.  Krasny (2013) returns 
to the Paula’s Home exhibition repeatedly to mark a shift in 
curatorial practice dedicated to reexamining the canon of 
art and the exhibition of women’s work. The Paula’s Home 
exhibition speaks to me as a feminist curator, as I worked 
to interrogate the clothing included in the Dress Stories 
exhibition.  Coincidently, my mother’s name is Paula, and 
so many of the items I included in my exhibition were in 
fact from my mother’s house, from Paula’s home.   The 
Dress Stories exhibition is an actual extension of Paula’s 
home in my genealogical understanding of how and why I 
collect artifacts and care for them. Stories of collecting are 
stories of becoming in my family. 

Cartographies of feminist curatorial knowledge produc-
tion offer dialogues of activist feminist curatorial projects.  
Feminists continue to ask what it means to be a feminist 
curator or to adopt feminist curatorial methods (Krasny, 
2016).  Just because a curator is a woman, does not mean 
that her curatorial practice is feminist. Activist practice 
calls for troubling the canonization of curating, attuning 
to women artists, women representation and themes, and 
women’s programming.  Moreover, just because an exhi-
bition displays clothing worn by women, does not ensure 
that the interpretation of the exhibition will be feminist ei-
ther.  Krasny (2013) outlines the ways feminist politics chal-
lenged museums to incorporate different feminist stand-
points and identities in their exhibitions and publications.  
In challenging the hierarchy, feminist curators can interro-
gate the notion of their becoming.  Krasny (2013) calls for 
women in museum institutions to consider the ways they 
are “becoming-woman-curator” (p. 23) by questioning not 
only the ways they are a female curator, but more the ways 
they are a feminist curator in their practices. In my inquiry, 
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I write about my becoming-curator, but I had not fully 
imagined what becoming-woman-curator might mean in 
offering my practice-based account of curating women’s 
clothing as a woman curator. Krasny (2013) asserts, “[t]his 
means that it is all the more important to understand how 
feminist curators become active agents by shaping the un-
derstanding and distribution of artistic production” (p. 23).  
I wondered in what ways have I performed as an active 
agent as a feminist curator in my practice.

How Do You Do Feminism?

I curated my first fashion exhibition, Suiting the Modern 
Woman, which spanned themes of women’s suffrage, 
women’s rights, and women’s liberation in the work place 
throughout the 20th century when I was twenty-seven years 
old. I thought about that old Life Magazine cover when I de-
signed the exhibition, and installed a period suffragette suit 
(see Figure 43) as the first ensemble visitors encountered 
in the gallery.  As visitors experienced examples of women’s 
professional clothing, they also received considerable infor-
mation about the history of women at work. The social fabric 
of women’s clothing was literally interwoven with feminist 
ideals and voices in my first curatorial performance.  Kinser 
(2004) calls for personal narratives to help women negoti-
ate how they “do” feminism.  Curating Suiting the Modern 
Woman in 1997 was how I “did” feminism in my 20s, and 
now, curating Dress Stories in 2012 is how I “do” feminism 
in my 40s.  Curating now provides me with a negotiated, 
interstitial space to be committed to poststructural feminist 
practice. As Dicker and Piepmier (2003) point out, “[o]ne 
way that the third wave distinguishes itself from the second 
wave is through its emphasis on paradox, conflict, multi-
plicity, and messiness” (p. 16).  The Dress Stories exhibition 

Figure 43
Vot e s  F or  Wo m e n
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offered visitors a glimpse into the messiness of my feminist 
practice. Third wave feminism is a call for feminists to be 
politically conscious and collectively engaged to address in-
justice in the realities of the 21st century.  The Dress Stories 
exhibition allowed for a critical space to address injustice in 
the realities of my gendered experience as a mother and 
as a daughter. Third wave feminism is often informed by 
postmodern or poststructural theories of identity and sub-
jectivities.  Kinser (2004) suggests she is a Mid Wave fem-
inist situated between the second and third waves of her 
identity spaces.  Rather than call myself a Mid Waver, I like 
the metaphor of mapping the waves of my feminism across 
the uncharted territory of my becoming. I acknowledge the 
ways second and third wave voices have shaped my femi-
nist voice and point me towards feminist poststructuralism.

Listening for Her-stories

I have been navigating the waves for the last thirty years, al-
ways listening for women’s stories.  I began listening for femi-
nist narrative in my inquiry by studying feminist oral history as 
a means to construct feminist identity. Reinharz (1992) posits 
because feminist oral history originates from the vantage 
point of women, in their own words, it has the potential to 
un-mute, make visible, question conventional heroes, bring 
women into history, revise history, make women central to 
historical interpretations, pay tribute to women we admire, 
acknowledge and value women’s lives and right injustices, 
while improving history.  As I gained practical experience in 
graduate school conducting oral histories, transcribing inter-
view transcripts, and even earning an oral history certificate, 
I was left with uncertainties about the ways I could actually 
use women’s words in my research and the feminist stand-
points (Ferguson, 1993; Gluck & Patai, 1991) they capture as 

data.  I could tell stories of the women in my family wearing 
their clothes, but how might those stories improve history or 
model activist curating?

Moving Beyond Standpoints

I began to realize I was not as interested in feminist oral 
history’s ability to collect universal truths, grand narratives, 
and totalizing facts about women’s lives, or the opportuni-
ties to make visible the invisibility of the experiences of all 
women.  Instead, I felt called to budge the positionality in 
my paradigmatic assumptions from structuralism to post-
structuralism and its commitment to reflexive critique of 
gender, identity, and experience.  Yet, I was not convinced 
my research should only strive to record women’s voices, 
to give women voice, to allow for women’s voices to be 
heard.  Cosgrove (2003) agrees,

The issue is not with standpoint theory or with the 

metaphor of voice per se.  Rather, the problem is that 

the implicit assumption made about gender, experi-

ence, and identity do not allow for an analysis of the 

complexity of power relations of which gender, identi-

ty, and experience are embedded. (pp. 89-90)

I realize it is the “embeddedness” Cosgrove (2003) speaks 
of that is in fact, speaking to me as researcher, where I can 
be vulnerable enough to move from standpoints, to stand-
ing alone in relation, standing undressed, while being un-
certain-in deep reflexive critique.  Instead of questioning 
how I would use other women’s words, to better under-
stand my identity, I began to envision ways I could be used 
by my own words to understand my shifting identity along 
with my curating, my curricula, and pedagogical practices.  
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to ask how might care theory inform the curatorial?  To 
care and be cared for are fundamental human needs.  
Noddings (1992) suggests:

In infancy illness, or old age, the need is urgent and 

pervasive; we need caregiving, and we need the 

special attitude of caring that accompanies the best 

caregiving if we are to survive and be whole. (p. xi)

Why should we care about caring and how might caring 
make us whole?  What are the similarities between car-
ing for self, caring for other, caring for the human-made 
world, caring for ideas, and caring for objects? Caring is 
a way of being in relation with others, not a set of specif-
ic behaviors (Noddings, 1992). 

Caring involves stepping into the other’s shoes and 
referencing your lived experience in relation to the other 
(Noddings, 1984), or searching for “feeling with” mo-
ments (p. 30).  In the Dress Stories exhibition, I placed 
Elizabeth’s booties next to my first pair of baby shoes 
(see Figure 45) to help render the idea that this is a trav-
eling story of mothers and daughters.  As a costume cu-
rator I don’t just step into another’s shoes, but also their 
clothing as a way to be in relation within the curatorial. 
I question how does a caring relationship with another 
human being inform a curator’s ability to care for another 
human being’s objects? In a caring relation between two 
human beings, there is a carer and a recipient of care, or 
cared—for (Noddings, 1992).  In curating, the curator is 
a carer and the objects are the cared—for in the relation-
ship, and this relationship comes with a set of specific 
behaviors.  Noddings (1984) challenges readers to locate 
turning points within caring relationships, where, “we 

To Care and Be Cared For

In an inquiry about curating, and “caring for” objects, 
narratives, and identity construction, it seems essential 
to explore questions of how do we learn to care and 
learn what caring means in our lived experiences. These 
questions are posed throughout Nel Noddings’ work 
(1984, 1992,2001,2002a, 2002b, 2003, 2005, 2006) 
which asserts an ethics of caring must be learned and 
nurtured to develop a compassionate, empathetic, and 
moral society.  “In order to respond as a genuine carer, 
one does have to empty the soul of its contents” (Nod-
dings, 1992, p. 17). As human beings we want to care 
and to be cared for (Noddings, 1984), but I am forced 

Figure 44
C a r e  Sta rt s  H e r e
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must at the right moments turn away from the 
abstract toward which it tends and back to the 
concrete.  At times we must suspend it in favor 
of subjective thinking and reflection, allowing 
time and space for seeing and feeling.” (p. 26, 
italics in original).

Is it Natural to Care?

Noddings (1984) claims her view of caring is 
feminine, in receptivity, relatedness, and re-
sponsiveness, based on natural caring, as in the 
care of a mother for her child.  The Dress Sto-
ries exhibition interrogated the ways I care for 
my daughter, and the ways my mother cared 
for me. Noddings (1984) adds:

Our relation to our children is not governed 

first by the ethical but by natural caring.  

We love not because we are required to 

love, but because our natural relatedness 

gives natural birth to love.  It is this love, 

this natural caring, that make the ethical 

possible. (p. 43)  

Women are not inherently good, or loving, 
or nurturing, just because they are women.  
But, the reality is historically, women have 
performed as care givers. Noddings’ (1984) 
outlines the history of women assuming the 
role of natural caregiving.  While I understand 
the idea of natural care, I continue to strug-
gle with the ways I came to caring in my lived 
experience. 

Figure 45
Wa l k i n g  i n  H e r  S hoe s

Dress Story
White cotton cro-
cheted baby shoes 
with satin ribbons, 
2003

When Elizabeth was born she 
was forced to lay sprawled 
out in an incubator wearing 
no clothes, so the doctors and 
nurses could attach leads and 
oxygen hoses to her limbs 
and perform procedures on 
her frail body. As a mother, 
I felt helpless seeing her so 
vulnerable and exposed.  I 
searched for weeks and finally 
found a pair of doll shoes 
for her to wear and I was so 
excited to tie them onto her 
little feet. I felt I had finally 
enacted my responsibility as a 
mother to clothe and protect 
her.  Elizabeth only wore the 
booties for a few minutes, as 

they interfered with a proce-
dure when the nurse asked 
me to step out of the room 
to draw blood from her foot.  
When I returned to Eliza-
beth’s bedside, I discovered 
the booties covered in blood  
and a note instructing me 
not to put shoes on my baby 
again.  I was devastated. 
I took the booties home, 
scrubbed the stains out, 
wrapped the booties in tissue 
paper, and tucked them in a 
drawer. The booties are a re-
minder of a painful memory, 
but I kept them anyway, and 
since that day, I have collect-
ed my daughter’s beginnings 
and belongings. 
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In my birthing story, I found myself as a 

feminist woman suddenly thrust into moth-

erhood and into caring.  When Elizabeth 

was born prematurely, the male doctor, 

who was also the head of the Neonatal 

Intensive Care Unit, came into my recovery 

room, walked over to me, and addressed 

me, not Elizabeth’s father, saying, I needed 

to quit my job and devote myself full-time 

to care for my sick child for the next three 

to four years.  He used the actual words, 

“you will need to care for your sick child” 

as he called me into my supposed natural 

duty as a woman, mother, and caregiver. 

Noddings (1984) cautions:
 
A woman who allows her own child to die of 
neglect is often considered sick rather than 
immoral; that is, we feel that either she or the 
situation into which she has been thrust must 
be pathological.  Otherwise, the impulse to 
respond, to nurture the living infant, is over-
whelming. (p. 83)

I felt an overwhelming need to care for 

my sick child. There was never a moment 

to consider anything but a treatment 

plan to care for Elizabeth.  Looking back, 

I never challenged the doctor.  I  never 

initiated a conversation with Elizabeth’s 

father debating which of  us should quit 

our jobs and care for her.  I  felt the nat-

ural caring impulse Noddings describes 

calling me to perform on Elizabeth’s be-

half.  I  had to care for her, because she 

was part of  me, and I was part of  her.  Our 

stories were already woven together.  

Noddings (1984) adds in regards to the 

parent-child relationship:
 
We are engrossed in the other.  We have 
received him and feel his pain or happiness, 
but we are not compelled by this impulse.  We 
have a choice; we may accept what we feel, or 
we may reject it.  (p. 83)

Noddings (1984) calls this the “I must” (p. 

83) feeling that arises. I felt “I must” care for 

Turning: To Care
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Re(producing) Ourselves

William Pinar (1994) challenges educators to consider 
how their past informs and “hovers over the present” 
(p. 21). As I consider the encounters of my past and 
present, there is a presence that informs this inquiry. I 
wanted to curate the artifacts that might reproduce the 
story of my caring for Elizabeth. Brogden (2008) con-
siders artifacts and calls them “sites/sights of identity 
negotiation” (p. 855).  As I look for sites and sightings 
within my own collections, I realize I am buried in 
possessions, buried in stuff. I continue to look for ways 
to dig out. Brogden (2008) adds, “[r]eassembling my 
memories in view of these archeological traces, new 
ideas present themselves and new spaces of uncer-
tainty arise” (p. 854).  I realized I had to render how 
I dwell in uncertainty with my collecting. Chodorow 
(1999) asks how women create and recreate the moth-
er-daughter relationship, because it contributes to the 
creation and experience of self:

I  along with many other feminists in my genera-

tion, did not in our 20s and early 30s adequately 

understand how mothering is actually experi-

enced (in al l  i ts particularized individual forms), 

and many of  us were ourselves not prepared for 

the powerful, transformative claims that mother-

hood would make upon our identit ies and sense 

of  self . (p. xvi i i )

As I find myself performing motherhood, and in rela-
tion to my own mother, I locate my subjectivities in the 
ways I reproduce mothering in my curating.  When I 
first conceived the Dress Stories exhibition, I did not 

my frail infant, the child my body had 

failed in the womb, causing her early 

arrival.  Seeing her weak and sick, unable 

to breathe, hooked up to tubes, hoses, 

and monitors, sprawled out naked in an 

incubator on display in the hospital only 

increased the likelihood of my genuine 

caring for her.  “Learning to care about 

depends on learning to care for, and that 

in turn depends on oneself having been 

cared for” (Noddings, 2002b, p. 31). I 

care for my daughter, because I love her, 

and because my mother loved me.
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adequately understand how mothering informed the 
curriculum and pedagogy of my curator, artist, research, 
and teacher identities. In Bittermilk, Madeleine Grumet 
(1988) calls for female educators to recognize both their 
private and public living:

They go back and forth between the experience 

of  domesticity and the experience of  teaching, 

between being with one’s own children and be-

ing with the children of  others, between being 

the child of  one’s own mother and the teacher of 

another mother ’s child, between feeling and form, 

family and colleagues. (p. xv)

Grumet (1988) reflects on her own experience being a 
mother, and how her children’s arrival and presence in 
her life both interrupted her work and made it possible.  
Elizabeth’s birth and presence in my life interrupted 
my work and made it possible.  As I began to locate 
my own reproductive history in my curating, art making, 
theory, and teaching, I tried to make sense of my work 
as a mother and daughter. Grumet (1988) asserts, “I 
want to argue that what is most fundamental to our lives 
as men and women sharing a moment on this planet is 
the process and experience of reproducing ourselves” 
(p. 4, italics in the original). As a curator doing auto-
biographical curating, I was reproducing myself while 
reproducing the story of reproducing. The Dress Stories 
exhibition was a visualization of my living as a mother 
between two worlds. For Grumet (1988) the dining 
room table became the center for her research because 
of its proximity to the life carried on in her home. For 
me, curating took place on my kitchen table, because of 
its proximity to the life carried on in my home. There, in 

the kitchen, I could ask myself difficult questions about 
my relationship to my child. Grumet (1988) shares, “[t]
his child is mine, this child is me” (p. 10). I think about 
the ways Elizabeth is mine and Elizabeth is me. “What it 
means to be mine, to be me, depends on the way each 
speaker knows herself” (Grumet, 1988, p. 11). In order 
to know myself, I had to recollect on my own childhood 
and Elizabeth’s childhood. I had to go deeper into my 
dwellings, in the real places where I love and labor as a 
curator and teacher and where I perform mothering and 
housework as a central part of my female experience.  
But in troubling the work, might I change it, reveal it?  
Would anybody care if I did? Grumet (1988) pushes 
back against such self-doubt:

Convinced that we are too emotional, too sensi-

tive, and that our work as mothers or housewives is 

valued only by our immediate families, we hide it, 

and like Eve forbidden to know and teach what she 

has directly experienced, we keep that knowledge 

of  ourselves as we dispense the curriculum to the 

children of  other women. (p. 28)

I realize I have hid my work as a mother and housewife 
from my students and I have left motherhood stories 
out of the curriculum I teach.  I began to think about 
the ways I have and haven’t incorporated clothing ob-
jects of motherhood into my teaching identity before 
the inquiry. Our identities change and shift through 
our behaviors and experiences.  Our clothing can be-
come a medium of communication contributing to the 
total configuration of the self within our social struc-
tures (Kidwell & Steele, 1989; Roach-Higgins & Eicher, 
1995).  The meaning of dress is complex and reflects 
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our human behavior. According to Kerry Freedman 
(2003), an important aspect of visual culture is its effect 
on our identity construction. “Education is a process 
of identity formation because we change as we learn; 
our learning changes our subjective selves” (p. 2).  
Moreover, Deborah Smith-Shank (2004) calls for us to 
connect contexts as collateral experience, “[c]ollateral 
experience forces us to make sense of any new phe-
nomena from our own point of view” (p. x).  Curating 
Dress Stories allowed me to use my clothing as a way 
to render the shifts in my identity as an art educator 
and a mother.

Dress Story
 
 
This sheath dress made 
me so aware of  my body.  
I  felt  mature and sexy 
when I  wore it  in 2001.  I 
remember how it  hugged 
and formed to my skin. 
I  couldn’t  tel l  where my 
skin ended and where the 
dress began.  I  came al ive 
in this  dress.  Two years 

later,  I  was aware of  my 
skin again.  Once Eliza-
beth reached t wo pounds 
I  could f inal ly hold her 
and perform kangaroo 
care w hich al lowed our 
bodies to reverberate and 
beat together.  I  cradled 
my daughter against  my 
ex posed chest ,  hoping 
the rhy thm of my hear t-
beat would soothe her 
str uggling breaths.

Black velvet sleeveless sheath dress  
with asymmetrical hem, 2001

Figure 46
Of  S h i f t s  a n d  S h e at h s

Figure 47
Hol di n g  H e r  Clos e
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I served as the Coordinator of Art Education 

Student Teaching and Field Placements at the 

University of North Texas from 2010-2013.  As 

one of my assigned responsibilities, I instruct-

ed over 400 future art educators about what 

to wear as classroom observers and student 

teachers.  I provided handouts about adhering 

to school district dress codes, offered sug-

gestions for what to wear to job interviews, 

and moderated discussions about dressing to 

present a professional art educator identity.  

These dialogues became a kind of collateral 

experience for me to think about my own work 

wardrobe ruins, and how since the birth of my 

daughter, my work wardrobe remains in ruins, 

stored away as reminders of my professional 

life before motherhood.  “Collections are used 

not only to express aspects of one’s direct ex-

periences; they are also used to express fanta-

sies about the self” (Belk, 1994, p. 322).  When 

I fantasize about the clothes I once embodied, 

I realize I can no longer wear the clothes I have 

collected.  My maternal body has changed and 

my subjectivities have shifted (see Figure 46).  

I wonder what might have happened if I had 

shared my storying of self and of motherhood 

into our discourse on dressing for teaching 

to shape new knowledge about communicat-

ing self, offering new ways of seeing (Berger, 

1977), seeing through my clothes (Hollander, 

1980) to really see the ways gender is embod-

ied in our experiences and understandings 

(see Figure 47).  I missed the opportunity to 

enter into good talk about my clothes be-

fore, during, and after motherhood. I never 

mentioned my reproductive experience to 

the students, nor the ways I was opened into 

motherhood. 

Turning: To Teach
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Hiding Our Work

I am left thinking how I might alter the curriculum 
working with art education preservice students in their 
20s and 30s to more fully reconsider reproduction, to 
make it accessible to others.  In alignment with this, Gr-
umet (1988) calls for a feminization of our pedagogy:

We would need to interrupt our reproductive expe-

rience (procreation and nurturance) and our produc-

tive practice (curriculum and teaching) each through 

the other’s terms, not obliterating the differences 

between them but naming their contradictions and 

reconceiving our commitment to the care and educa-

tion of children. (p. 29)

How might I bring my collections and clothing out of the 
closets of my living into my museum galleries and art class-
room to make the hidden visible? What would these spaces 
mean to my curriculum and pedagogy?  Grumet (1988) 
calls for our own spaces: 

We teachers hide the work we care about in our own 

classrooms just as artists stack it in their attics.  ‘Behind 

the classroom door’ used to be the phrase that stood 

for the domain where the teacher ran the show.  The 

closing of the door, the drawing of the line: Now it be-

gins.  This is what matters.  Now we are together.  This 

is our space. (p. 91)

The Dress Stories exhibition offered a precious space, a 
gallery space of my own to render the relations of re-
production and production, of parenting and pedagogy. 
Behind the closed door of my Closet of Curiosities, I was 

Figure 48
Ou t  of  t h e  Clos et
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able to keep hidden the objects that matter to me, and 
invite visitors to open the door into an intimate space.  I 
installed my private home in the public gallery. Grumet 
(1988) adds: 

Home is mapped on coordinates of physical intimacy: 

the rhythm of feet on the stairs, the sound of breath-

ing, the cough in the night. The jacket draped over the 

chair, the laughter, and the warm forehead are mo-

ments of a child’s presence that displace the sight of 

her as the primordial sensation of the other. (p. 103) 

I draped my bathrobe from home over the closet door 
(see Figure 27), leaving some visitors to think the 
closet was empty.  But it wasn’t empty.  Weber (2004) 
asks, “Who decides what a robe, a simple piece of 
cloth means?” (p. 104). Like Grumet’s (2004) interroga-
tion of her robe, my pink bathrobe “is a robe I write in, 
not about” (p. 90), but now it becomes a robe I curate, 
amongst hundreds of artifacts of my lived experience.  
The closet I installed in the Dress Stories exhibition was 
filled with years of my collecting and becoming.  It was 
an opportunity to open the door on the things I hide 
behind, the things I struggle to understand as a woman.  
My pink bathrobe let visitors to the exhibition know who I 
am (Weber, 2004) as a daughter of a collector, who is the 
daughter of a collector, who is the daughter of a collector. 

Thinking through Our Mothers

Grumet (1988) turns to Virginia Woolf’s (1929) A Room 
of One’s Own to assert “We think back through our 
mothers, if we are women” (p. 183).  Thinking through 
our mothers is an archeology of our relationship to our 

mothers. I appreciate Grumet’s (1988) caution in the 
following statement: 

What the young woman discovers is that there are no 

empty houses, only those houses our mothers left us.  

And the phantoms can’t be easily routed, for they trav-

el within is.  And the difference that Woolf resolves 

to understand is not the difference between but the 

difference within. (p. 187)

The task of thinking through our mothers is not aimed 
at rejecting them, but rather, “how to be separate 
and still recognize them in us, us in them, and us in 
each other” (Grumet, 1988, p. 191). I think about my 
mother’s house, or Paula’s home, and I wonder what 
thinking back through my mother might mean to me, 
as a woman curator, artist, researcher, and teacher.  “It 
invites us to recollect, to re-collect the process of our 
own formation.” (Grumet, 1988, p. 191).  So much of 
who I am in the world was shaped and continues to be 
shaped by my mother. But moreover, thinking through 
my mother invites me to recollect, to re-collect the 
process of my daughter’s formation. I wonder how 
my daughter has already thought through me?  “Too 
often we give up.  We stop trying to tell our mothers 
who we are, and sometimes they leave us before we 
find out” (Grumet, 1988, p. 192). Rather, this inquiry 
allows for curating as I think back through my mother, 
and her mother, and her mother’s mother (see Figure 
49).  But it was more than a quest to find my self and 
voice (Belenky, Clinchy, Goldberger & Tarule, 1986), 
the inquiry marked an opportunity to move beyond my 
female subjectivities, to articulate and render self-un-
derstanding (Ferguson, 1993).
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Figure 49
Mot h e r s  Who  S av e  Clot h e s

Dress Story
 
W hen I received the trunk 
from my mother, I carefully 
began to unpack the infant 
items and lay them out 
on my kitchen counter.  I 
then unboxed the infant 
items my mother saved 
from my layette and lined 
them out in a row under-
neath.  Finally, I searched 
through the tubs of my 
daughter’s infant clothes 
and carefully placed them 
in another line below.  I 
stood back and looked, and 
began to cry.  Not only 
do the clothes that span 
almost 100 years look so 
similar, but I realized in 
that moment, I was a part 
of a lineage of keepers, of 
collectors who felt it was 

important to hold on to 
their babies in the clothing 
that once swaddled them. 
Suddenly, the three rows 
of clothing materialized as 
lines of flight in my under-
standing of self, and I knew 
I wanted to replicate and 
render it in the exhibition.  
My great-grandmother 
saved her baby’s clothes, 
my mother saved my baby 
clothes, and I save my 
daughter’s baby clothes.  I 
often think about my moth-
er and the fact that her 
mother did not save any of 
her baby clothes. There are 
photographs of my moth-
er’s early childhood, but 
the clothes are gone. I wish 
I had them, and I think my 
mother does too.

Infant Clothes, c. 1914-2004
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Catching Another Wave

Poststructuralism challenges me to trouble and analyze the 
embeddedness in my inquiries and ways of knowing.  Patti 
Lather (1991) calls for poststructural opportunities to be 
self-conscious, self-contradictory, and self-undermining, 
where self-interrogation and critique can lead to enlight-
ened action.  I find myself seeking opportunities to be 
reflexive in the ways I structure and build my curator/artist/
researcher/teacher inquiry.  Villaverde (2007) notes reflexivi-
ty is “a critical awareness of the researcher’s engagement or 
participation in the inquiry process and of her or his episte-
mological choices in the research design, implementation, 
and articulation” (p. 104).  I enter into reflexive spaces, into 
my closet of curiosities as a curator, artist, researcher, and 
teacher to analyze my curating practices and transform my 
curating curriculum and pedagogy within the codes of art 
education.

As Villaverde (2007) notes, “[t]he researcher’s subjec-
tivity is constructed through reflexive engagement with, 
and critical analysis of, the self through multifaceted 
theorizing of ideologies, lived experience, and proleptic 
(not-yet) visions” (p. 109).  I enter into reflexive engage-
ments into the inquiry as I offer accounts of my ways of 
being and knowing as a curator, artist, researcher, and 
teacher and poststructuralism provides the paths to 
proceed and new ways to see.

New Ways of Seeing

Gannon and Davis (2007) assert poststructuralist re-
search is always an account from somewhere, some-
time, and someone written for a specific purpose and 

audience. In my inquiry, my account is situated in my 
public and private curatorial and teaching spaces, as 
I look back and look forward, through my own autobi-
ography for the purpose of exploring my relationship 
to my mother, my daughter, and my clothing collection, 
and the possibilities such work opens up for the field 
of art education, an art education that pulls back the 
curtain on how we collect and curate curriculum based 
on autobiographical and aesthetic priorities.

Poststructuralism for me, is not just about having the 
power to see, but also the power to produce new ways 
of seeing my curator accounts and actions. I ascribe 
to poststructuralism in my inquiry specifically because 
of its potential to enable alternative ways of seeing 
and doing discourse (St. Pierre & Pillow, 2000). I ask 
what could alternative, poststructuralist curating look 
like, and how could it change our ways of seeing and 
the articulation of what we see, say and do?  Poststruc-
turalist language has a constitutive and deconstruc-
tive power for what we say and do as curator, artist, 
researcher, and teacher and opened possibilities 
for recontextualization of theory into practice in the 
inquiry.  Villaverde (2007) argues that researchers need 
to translate theory into action, whether in the form of 
internal transformation or of social transformation. I 
worked to invite both internal and social transforma-
tion in the inquiry in my curatorial actions and in the 
ways I deconstructed curatorial texts. 

Reading and Deconstructing Texts

For me, curating is so familiar, but it requires me to be 
vulnerable and open to the painful and difficult task of 
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reading my curatorial texts and how in experiencing 
and feeling estrangement, I might shift interpretive foci 
on the texts that construct and reconstruct my Self. I 
asked what would it mean to work the ruins of the texts 
I had/have, of the texts I knew/know, and what are the 
possibilities of my readings to action and my becom-
ing undone (St. Pierre & Pillow, 2000)? I slowly begin to 
weave together the connections between working a text, 
working the ruins, and working a collection, in this case, 
my collection of clothing as a way to understand what 
is known and unknown. My storage tubs act as texts, my 
collections act as texts, and clothing acts as a text of my 
self-construction within the historical present. As a cura-
tor, I work to reveal, read, and render my deconstructed 
texts in the Dress Stories exhibition, but the tensions 
remain as I think about the things we hand down.

Binary Oppositions

I began deconstructing the binary of curator/artist in 
order to situate myself as a curator, artist, researcher, 
and teacher within binary modes of thinking and the 
borderlands where I dwell. I believe knowledge is con-
structed and intertwined with power relations and power/
knowledge constructs are divided as binaries. Gannon 
and Davies (2007) note, “binary modes of thought limit 
and constrain thinking in ways that are oppositional and 
hierarchical” (p. 73).   The inquiry provides an opportunity 
to more closely consider the effects of these binaries on 
me as a curator/artist/researcher/teacher. But, my identity 
as curator, artist, researcher, and teacher are not at binary 
oppositions to each other, rather they push against and 
together to assist me in understanding my identity more 
fully. Peters and Burbules (2004) assert poststructuralism 

aims to expose structures of domination by diagnosing 
power/knowledge relations and their manifestations to 
our classifications, institutions, and practices. As a curator 
I seek opportunities to diagnose the power/knowledge 
interrelations of my curatorial work and the way power 
is exercised in museum classifications, institutions, and 
practices. I am forced to consider the issues of power 
and knowledge which allow me to have access to gallery 
spaces, access to collections, access to funding, access to 
staff and materials, and access to performing the curating.

Poststructuralism requires researchers to examine knowl-
edge, the conditions of knowledge, and the knowing sub-
ject. Power can be repressive and exclusionary, but it can 
also create and lead to new knowledge about the subject 
and the self through dialogues and narrative. Power led 
to new possibilities for reflexivity for me to consider my 
roles as curator, artist, researcher, and pedagogue. I had 
the power as curator to select, edit, and install myself in 
the Dress Stories exhibition. I had power to perform as 
a kind of “guerrilla curator” in the exhibition space, to 
break away, to push against the establishment of curato-
rial norms, to reconsider the gallery spaces in ways that 
would disrupt the display of my dresses, and to allow for 
clutter and messiness, which went against institutional 
practice. Gannon and Davies (2007) argue while bina-
ries may appear to be orderly, they can in fact conflate 
with one another, allowing for a deconstruction of their 
nuances and possible meanings stating, “Feminist decon-
structive writing searches for ways to disrupt the grip that 
binaries have on thought and identity” (p. 75). Early in the 
inquiry, I identified binary opposites situated in spac-
es and slashes between words that spoke to me in the 
inquiry such as: certainty/uncertainty, packing/unpacking, 
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private/public, mother/daughter, clothed/naked, clean/
dirty, dry/wet, illness/wellness, function/dysfunction, 
order/disorder, sight/blindness, accession/deaccession, 
and keep/release, and I worked to conflate them with 
one another. I appreciate the idea that binaries are not in 
fact fixed and limited, but rather that they can be opened 
up, unpacked, and revised. Judith Butler (2004) suggests, 

“calling terms into question doesn’t mean debunking them 
but leads rather to their revitalization” (p. 178). I revital-
ized binary terms in the inquiry allowing me to locate new 
meanings and possibilities for understanding my sub-
ject formation as curator, artist, researcher, and teacher 
and more importantly, I engaged visitors in a discourse 
surrounding the new meanings and possibilities in my 
curating binary opposites in the gallery space.

Discursive Dialogues 
for My Daughter

According to Peters and Burbules (2004), “[p]ostruc-
turalism emphasizes the self-undermining and self-de-
constructing character of discourse” (p. 5). It places 
importance on narrative emphasizing changes, transfor-
mations, repetitions, and discontinuities. I trouble the 
idea of how poststructuralism calls to, for, and out re-
searchers to be framed and enframed in their dialogues 
and to bring forth understanding and knowledge in 
discursive practice. If curating is “becoming discourse” 
(O’Neill, 2007, p. 26), then, I have to be willing to enter 
those becoming discourses and be enframed as the 
framer (Trinh, 1992) of my curator as artist identity.  Patti 
Lather (1991) notes, “[i]t is to mark the belief our dis-
course is the meaning of our longing” (p. 83).  For me, 
this longing allows me to answer poststructuralism’s 

call— the longing organizes my thinking and my acting. 
I have to ask myself difficult questions such as Why do 
I long to collect and order experiences and material 
objects? Why do I long to pack, order, and label collec-
tions in tubs? How do my longings inform my curricula 
and my pedagogical ordering, collecting, and repre-
sentation of experience and objects? The answers don’t 
come quickly, but rather continue to reveal themselves 
over many months and years of curating the inquiry. 
Elizabeth St. Pierre (2000b) states discourse “can never 
be just linguistic since it organizes a way of thinking into 
a way of acting in the world” (p. 485). I am drawn to the 
idea of discourse leading to actions, as I identify myself 
as a curator, artist, researcher, and teacher and envision 
the possibilities of how curating could be exhibited as 
an act of identity reformation. I wonder what kinds of 
discourses I might weave together in my curator/artist/
researcher/teacher practice. In the beginnings of the 
inquiry, I didn’t identify myself as a weaver of literal 
threads and fibers, but as a curator, I weave the web of 
other people’s fabric. 

Gannon and Davies (2007) argue poststructuralism 
“can be read as a simultaneous and constant weaving 
and unweaving of how we think and what we do and 
say in feminist research” (p. 73). I appreciated the met-
aphor of weaving, and the ways it relates to the cloth-
ing objects curated and wove together with text and 
image in the inquiry and the exhibition.  Gannon and 
Davies (2007) continue,

[i]n the figure of the weaver, simultaneously weaving 

and unweaving who she is, we ask you to consider the 

stuff of her weaving as the discursive threads of what 
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is possible (nameable, seeable, doable, speakable, 

writable) at any particular time and place, and from a 

particular situated position. (p. 73)

This kind of identity inquiry required reflexivity into the 
very fibers, the warp and weft of my situated positions al-
lowing my subjectivities to be realized (Richardson, 1997; 
Trinh, 1989, 1991, 1992).  I had not engaged with this kind 
of reflexivity or identity weaving before, but I was interest-
ed in the possibilities of curating what is namable, seeable, 
doable, speakable, and writable as I explored my other-
ness and difference in discursive ways.

What Difference Does 
Difference Make?

Peters and Burbules (2004) argue, “[i]f there is one 
key element that distinguishes poststructuralism it is 
the notion of différence” (p. 27, italics in the origi-
nal).  Difference is a concept introduced by Derrida 
(1978) encouraging the production of new readings 
that focus on deferral and displacement of meaning 
(Gannon & Davies, 2007).  Difference, or the un-
folding of difference, is related to the limits of the 
subject. Gannon and Davies (2007) trace Derrida’s 
difference theory to the treatment of the signified 
(the concept) from the signifier (the word repre-
senting the concept) and assert meanings emerge 
from contexts (Gannon & Davies, 2007, pp. 85-87). 
I imagine curatorial deconstruction that explores 
meanings and their contexts. For my curator/artist/
researcher/teacher inquiry, the contexts of meanings 
are especially significant as I locate myself within my 
differences—the differences I experience as a woman, 

Figure 50
M y  Daugh t e r ’ s  Di f f e r e n ce
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mother, curator, artist, researcher, and teacher. Tuana 
and Tong (1995) note,

[d]ifference—the condition of being excluded, 

shunned, disadvantaged, neglected, rejected, dislo-

cated, marginalized, unwanted—is a positive state of 

affairs that permits ‘outsiders’ (in this case, women) 

to criticize the norms, values, and practices of the 

dominant culture (patriarchy) seeks to impose on 

everyone. (p. 431)

My sites of difference allow for the contextualization 
of my identity as a curator.  I weave my narrative of 
difference as a mother of a special needs child to-
gether with the difference of being a curator, artist, 
researcher, and teacher. I contextualize difference and 
stigma together as I consider the ways I labeled my 
collections, curriculum, and pedagogy in the inquiry.  

Kind (2006) writes of dependency, disability, and dif-
ference as she offers her story lines and attunes to the 
difference disability makes pedagogically to the ways 
she understands identity and subjectivity.  She stories 
her son’s difference in the texts of her everyday life 
and reminds readers, “Yet my son’s difference makes 
a tremendous difference to me” (p. 24, italics in orig-
inal).  Elizabeth’s early birth made a difference to me. 
Tuana and Tong (1995) suggest difference is a more 
than a condition, it is a way of being, thinking, and 
speaking that allows for diversity.  I work to explore my 
difference as a way of being, thinking, and speaking in 
order to make sense of the differences in my everyday 
experiences. And more, I wonder how I might render 
and curate difference in my everyday experience.

Gannon and Davies (2007) note deconstruction “can 
be applied as an everyday everywhere practice, 
something we might use in our lives, something 
active that might help us make sense of lived expe-
rience but that is most likely to trouble our sense 
making” (p. 86).  Interrogating difference and de-
construction allows me to locate my first steps into 
curator curriculum and pedagogy.  I ask more ques-
tions. What does it mean to deconstruct curating?  
As a curator, approaching an exhibition is an oppor-
tunity for deconstruction, a taking apart in order to 
put an exhibition back together. The very act of as-
sembling and disassembling mannequin body parts 
and dress forms, forces me to physically deconstruct 
the curatorial, but it requires time and silence to be 
in the curating to understand where and how the ex-
hibition will unfold. I wonder how might curating as 
curriculum be something we use in our lives to make 
sense of our lived experience?  

The curating of Dress Stories is an attempt for me to 
make sense of my lived experience and to find and 
trouble the words and language in the exhibition 
and the dresses I put on display.  There is a language 
for clothes and the ways they communicate mean-
ings (Barnard, 1996; Barthes, 1983; Davis, 1992; 
Lurie, 1981; Steele, 1989a, 1989b).  However, Steele 
(1989a) argues that there are no equivalents of 
nouns, verbs, and sentences within the language of 
clothes (p. 6).  In order to communicate the meaning 
of clothes, they too must be deconstructed.  For me, 
deconstructing the ways I dwell in dress is especially 
significant. 
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Dress Story

 
I wore this dress to the 
opening of the Texas Fash-
ion Collection’s exhibition 
Balenciaga and His Legacy 
in 2006 at the Meadows 
Museum.  It was the f irst 
time I needed to wear an 
evening dress since the 
birth of my children, and 
it was so diff icult f inding 
something that covered 
my changed body.  I re-
member seeing the sleeve-
less sheath dress I wore 
in 2001 hanging in my 
closet and coming to the 
realization it would never 
hug my skin the same 
way again after childbirth. 
This is the body I carr y.  
This is a dress that f its 
me now.  My body has 
changed, but so have I. 

Figure 51
B IGGE R  A N D  B E A DE D

Black satin sheath dress with organza  
asymmetrical over-dress with beading, 2006
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The Dress Stories exhibition did not 

highlight the work of famous designers or 

significant women who once donned the 

clothing on display.  The exhibit offered a 

glimpse into my private wardrobe.  Laura 

Ashley was the only fashion designer of 

note represented in the more than 150 

garments included in the exhibition.  The 

Laura Ashley dresses I have kept, but not 

worn for almost twenty-five years force 

me to consider the ways they continue 

to communicate and function as artifacts 

within my collections. Barthes (1983) em-

ploys semiology for exploring visual and 

written systems in his analysis of women’s 

clothing described in fashion magazines, 

suggesting that fashion has its own lexi-

con and syntax for reading meanings.  The 

Laura Ashley clothing (see Figure 52) in 

the exhibition could be deconstructed and 

read for deeper meanings.  As text, the 

dresses are imbued with a visual system.  

Interestingly, I embodied these dresses in 

my 20s, when I was identifying myself as a 

feminist.  And yet, the dresses represent a 

feminine, rather than feminist way of being 

and dressing in the world. Andrew (2008) 

applies Barthes’ semiotics to critically read 

cloth as, “’a woven fabric’ made up of a 

‘weave of signifiers’” (Andrews, 2008, p. 

45).  I like this idea of a “weave of signifi-

ers” because not only did I wear the Lau-

ra Ashley clothing, but I also surrounded 

myself with Laura Ashley home furnishings 

in my personal dwelling. Davis (1992) ar-

gues “the clothing-fashion code is highly 

context-dependent” (p. 8).  Fashion codes 

reflect cultural understandings of gender, 

sexuality, social status, age, and race in 

clothing.  Deconstructing the codes of my 

Laura Ashley collections reveal understand-

ings of my life living in them, especially as 

Turning: To Weave Signifiers
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a self-proclaimed feminist young woman.   

The Laura Ashley clothing was a symbol 

of my performing in the world, of keeping 

up appearances.  My Laura Ashley clothes 

were expensive, and not accessible to all 

women, which made them seem even more 

valuable to keep in my mind, even though 

I no longer wear them. The Laura Ashley 

clothes speak to my life before and my life 

after.  As a twenty-year old, I wanted to be 

a woman who wore Laura Ashley clothes, 

but I was merely a shop girl who sold Laura 

Ashley clothes to other women, and only 

purchased them for myself at an employee 

discount. The Laura Ashley story was not 

really mine, but rather a kind of perfor-

mance, a life in drag, a fabricated identity 

I wanted to convey to the world.  Twenty 

years later, it is a role I no longer perform 

even though I keep the clutter and artifacts 

from my past. Not only did I keep the Laura 
Figure 52
Decon st ruct i n g  Dr e s s
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Performativity Theory

As I become more adept at mobilizing poststructural dis-
courses through reading texts, interrogating binary oppo-
sitions, inviting discursive dialogues, and attuning to differ-
ence, I began to explore the performativity of my curator as 
artist identities as complex subjects in process. Using Judith 
Butler’s (1990) performativity theory, I consider the ways I 
live and perform my subject as a curator, artist, and teacher. I 
seek alternative routes for Butler’s work to inform my curator, 
artist, researcher, and teacher identities and the ways I am 
constructed and reconstructed within language and dis-
course. Discourse helps me understand the ways performa-
tivity constructs and reconstructs identity in my narratives and 
locations not just as a curator, but also as a gendered curator. 
The inquiry allows me to act as curatrix in my performance as 
a gendered curator as artist/researcher/teacher. The inquiry 
pieces together language and discourse to explore how I 
came to assume my curatrix position as a gendered subject 
in process related to specific contexts and times. 

Butler (1990) considers Simone de Beauvior’s statement, 
“[o]ne is not born, rather one becomes a woman” (p. 12) and 
concurs woman is something we do, rather than something 
we are. It is these somethings we do that challenge me as 
a curator subject in progress, a subject that is done and 
undone. Butler (2004b) asks readers to consider the ways 
in which we are undone by our gender—“We’re undone by 
each other. And if we’re not, we’re missing something” (p. 
19). I am troubled by the ways I am done and undone as 
a curator as artist, researcher, and teacher. I question how 
being done and undone is similar to being packed and 
unpacked in our collecting and curating. I ask myself, How 
is curating a form of performativity of my curator as artist/

Ashley clothes I once wore, but I also kept 

photographs of me embodying Laura Ash-

ley clothes (see Figure 152).  I questioned 

how to convey the photographs as sig-

nifiers of my being Laura Ashley in Laura 

Ashley clothes in the exhibition.  I decided 

to frame and hang twenty-one Laura Ash-

ley catalogue images on the gallery wall 

in the Dress Stories exhibition depicting 

carefully chosen beautiful models wear-

ing Laura Ashley clothing in idyllic English 

country-side settings. I then placed two 

photographs of me wearing my Laura Ash-

ley clothing between and in-between them 

as if  to say, I was just like the other women 

depicted in the professional marketing im-

ages, there was no difference.  I wondered 

whether visitors would find and identify me 

beside and between the other images on 

view. The photographs pointed towards the 

performative and they implicated me in my 

gendered identity construction and perfor-

mativity in the exhibition. 
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pedagogue identities? I return to O’Neill’s (2007) concept 
of “curatorial gestures” (p. 14) and recontextualize Butler’s 
(1990, 2004a, 2004b, 2005) performativity theory as ways 
to attune to the somethings we do, not somethings we are 
as curator/artist/researcher/teacher. Moreover, I begin to 
question the somethings we do in curriculum and pedago-
gy that is planned and lived and performative.

Performativity Done and Undone

As I trouble how I do my curator as artist identity and how 
I am done and undone in my curator as artist/pedagogue 
identities, I wonder what are the repetitions of my per-
formativity and curatorial gestures?  Butler (1990) asserts 
gender is how you express your identity and she calls for 
performances that produce the whole self, the whole iden-
tity. I was expressing my gender in wearing and collecting 
Laura Ashley dresses, but what of the other clothing I col-
lect that points towards my whole self? My gender perfor-
mativity is connected and disconnected when I consider 
how I also perform hospital gowns, plus size clothing, and 
worn out bathrobes in my inquiry. When is my curating 
performative and when is it a performance? Barney (2009) 
differentiates between performativity and performance by 
attuning to the subject as the performer in the formation 
of the subject (p. 11). This leads me to ask what are curator 
performances that produce curator identities and how do I 
repeat the ritual of my performativity?  

In 1999, curator Richard Martin and associate curator Myra 
Walker explored themes of performativity in the exhibi-
tion, Rock Style at the Costume Institute at the Metropol-
itan Museum of Art. Iconic clothing worn by famous rock 
performers played an integral part in the creative musical 

Dress Story
White cotton baby dress 
with cut work and lace 
trim, c. 1914-1915

My grandfather wore baby 
dresses.  Dresses were 
practical and they made 
changing diapers so much 
easier. His baby dresses were 
embellished with tiny femi-
nine flowers, pink lace, and 
delicate embroidery. These 
details were gender neutral 
back in 1914. My grandfather 
even wore the pink check-
ered gingham sailor outfit 
in the exhibition.  Today, 
except for a christening gown, 
most boy babies do not wear 
dresses and they certainly 
don’t traditionally wear 
clothing decorated with pink 
little flowers or feminine 
designs. I think it’s interest-
ing how the infant clothes in 
the exhibition span almost 
100 years, and continue to 
trouble gender identity and 
performativity.  Our gender 
performativity starts at birth, 
but such performative limits 
are often done before birth 
handed down through gen-
erations of expectation and 
reproduction.

Figure 53
Ge n de r  T rou b l e
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Nicks, Courtney Love, Janet Jackson and Britney Spears.  
As I worked to decide which clothing exemplars I might 
include in the exhibition, I selected my grandmother’s 
piano recital gown and my vocal recital gown to assist me in 
thinking about performativity in more personal ways.  While 
neither my grandmother, nor I are famous musicians, we 
did both dress to perform our songs in public ways.

I thread performativity connections between curat-
ing as ritual and curriculum and pedagogy as ritual 
in the performativity of the curating into the inquiry. 

expression of each artist in the exhibition. The influence 
of musicians like Elvis, the Beatles, the Rolling Stones, Kiss, 
Elton John, Michael Jackson, and Madonna had on the 
fashion industry was undeniable, as they introduced style 
elements such as leather, funk, animalism, patriotism, grun-
ge and hip hop to the masses through the ways they physi-
cally performed their threads. While the exhibition featured 
the clothing sensibilities of both male and female musical 
performers, I was especially interested in the clothing rep-
resenting the ways female artists performed or rocked their 
clothes and identity construction like Janis Joplin, Stevie 

Dress Story

 
My grandmother, Donna 
Johnson Mahnerd was a 
performer.  She played 
the piano. My mother told 
me she played the piano. 
I never actually met my 
grandmother. She died sev-
eral years before I was born.  
But, my mother told me 
her mother could play Cho-
pin.  Donna’s senior year 
of high school, she gave 
a piano recital and wore 
this beautiful gold brocade 
gown. Her mother, Jenette 
Johnson made the dress for 
her recital.  I try to imagine 

my grandmother coming 
out on stage, swooping the 
brocade skirt underneath 
her, and taking her seat at 
the piano bench before she 
played the first note. I bet 
it was something to see. 
My mother has very few 
possessions that belonged 
to her mother. But at some 
point in the 1960s, my 
mother slipped this dress 
into the family trunk to 
make sure she always 
remembered her mother 
and that I might one day 
imagine my grandmother 
making music, performing 
at the keys.

Gold brocade bias cut recital gown, sewn by my 
great-grandmother Jenette Johnson, c. 1934

Figure 54
D on n i n g  D on n a
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“Performativity is not a singular act, but a repetition and 
a ritual, which achieves its effects through its natural-
ization in the context of a body, understood in part, as 
a culturally sustained temporal duration” (Butler, 1990, 
p. xv). Bickel (2008) speaks of the transformative power 
of rituals for affirmation, letting go, and re-inscribing 
female experience. I provoke the connections between 
performativity and ritual acts, exhibition spaces, and 
objects as an entryway into my curator/artist/research-
er/teacher identity.  Grimes (1995) describes emergent 
rituals that act “as vehicles to reflexivity of conscious-
ness in society” (p. 69) and credits ritualizing as a 
mode of knowing. I began to think about ritualizing 
curating as a mode of knowing in my inquiry. Fur-
thermore, Bickel (2008) articulates this notion of how, 
through ritual, the knower and the known are located 
not just on ritual, but also in ritual: —“Ritual is a struc-
turing that we can create, explore, learn, and teach 
within” (p. 88). I approach the curating as a ritualizing 
mode of knowing as I interrogate my curator practices, 
where the knower and the known might be situated in 
and on ritual performances.

Correspondingly, Butler (1990) challenges us to use 
and be used by our identity. I find myself asking, What 
does it mean to use and be used by my identity?  
What does it mean to be the knower and the known? 
Just as one is not born a woman, one is not born a 
curator, one becomes a curator, and one becomes a 
curator, artist, researcher, and teacher. But how can 
curator be something you do rather than something 
you are, something you know rather than how you 
are a knower? I keep asking more questions. Is what I 
know in opposition to how I am as a knower? What are 

Dress Story
Black taffeta ruched 
recital gown with 
sweetheart neckline 
and full skirt, 1989

I wore this full skirted black 
taffeta dress in college for all 
of my choral concerts, opera 
performances, and jury 
recitals.  The ruching along 
the bodice made me aware 
of every deep breath I took 
from my diaphragm as I pre-
pared a phrase. I really like 
how the sleeves on my dress 
look so similar to those on 
the recital gown worn by my 
grandmother.  Her sleeves 
look like my sleeves. My 
grandmother and I have that 
in common.

Figure 55
Ce n t e r  Stage
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the implications for curriculum as something you are 
versus something you know? And what of pedagogy as 
something you are versus something you know? Butler 
(1990) suggests in performativity, the performance 
pre-exists the performer. I wonder if curation pre-ex-
ist the curating in our rituals—if the uses pre-exist the 
user; if the knowing pre-exist the knower. I continue to 
look for ways these ritual ideas are interconnected and 
intertextualized throughout the inquiry process. Vil-
laverde (2007) notes intertextuality is “the ways a text 
references other texts and requires the engagement 
of the reader for multiple readings” (p. 12). An illustra-
tion of this is found in my connections with the work of 
artist Mary Kelly, in particular her artwork, Post-Partum 
Document, created from 1973-1979.  It charts the de-
velopment of her son over the first six years of his life. 
The installation work is divided into six sections and in-
cludes over 165 parts or objects including a collection 
of Kelly’s son’s soiled diapers and feeding charts, wool 
vests, scribblings, hand imprints, diaries, diagrams, 
and footnotes to document Kelly’s son’s language 
development and speech events using literary, sci-
entific, psychoanalytical, linguistic, and archeological 
representation modes (Chadwick, 1990). Feminist art 
historian Whitney Chadwick (1990) views Kelly’s femi-
nist work as an example of the ways women challenge 
the conditions of patriarchy in artmaking. According 
to the Tate Museum’s website, Kelly’s work was an 
on-going analysis of the mother child relationship:—“It 
confronts directly the professional woman artist’s 
inhibited attitude to her child-rearing role, challenging 
that ideological construct which opposes creation to 
procreation as mutually exclusive functions” (Tate.org, 
2016, para. 37). The Post-Partum Document addresses 

women and work in the domestic sphere, especially 
related to child care (Carson, 2015). Chadwick (1990) 
interprets Kelly’s work in the following:

The use of found objects and fragments of text 

replaces the idea of motherhood as a simple biolog-

ical and emotional category with a recognition that 

it is instead a psychological and social process that 

is masked by the ideology of ‘instinctive and natural 

mothering.’ (p. 355)

Kelly’s work speaks to me as a feminist curator trying to 
articulate the ways I struggled to understand the curatorial 
while caring for my child within the Oedipal crisis or dilem-
ma.  Judith Butler (1990) interrogates Freud’s notion of the 
Oedipal complex for young girls as they experience either 
the loss of the father or loss of the mother, noting, “[the] 
factor that decides which identification is accomplished is 
the strength or weakness of masculinity in her disposition” 
(p. 81). The ways in which we repudiate our parents allows 
for us to consider masculinity and femininity as points 
of departure. Moreover, Kelly’s work challenges me to 
interrogate the artifacts of my mother daughter relation-
ships, asking in what ways does my collecting consolidate 
my femininity.  The Dress Stories exhibition unpacks the 
Oedipal dilemma of collecting myself in relation to my 
mother, as I trouble the question, You ought to be like this 
and not like that in my gender performativity.  I am inter-
ested in objects and discourses that help define feminist 
identities and, namely the ways clothing might be curated 
to document the personal and theoretical significance 
of the mother-daughter relationship. Even though I was 
never diagnosed with postpartum depression, I certain-
ly relate to Kelly’s work, and feelings of loss—the loss of 
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my professional identity, the loss of my gestation period 
during pregnancy, and the loss of motherhood. Kelly’s 
work offers an opportunity for me to weave the intertextu-
ality of feminist theory into my work, pushing feminist the-
ories against each other to imagine how I might perform 
caring as a mother and as an activist feminist curator. 

Keeping Up Appearances

While I appreciate Noddings’ position that natural care leads 
to our ability to care, I wonder as a feminist, have I cared too 
much for the artifacts I collect and for the ways I care for my 
daughter.  But what might seem natural in the case of care, 
can be misleading. Annette Kuhn (2004) credits her mother:

My mother tells me that not only was I beautiful in my 

natural state, from the minute I was born; I was always 

well cared for, too—well cared for, of course, by her: well 

turned out, in another favorite phrase of hers. (p. 114)

Kuhn (2004) is specifically addressing her public presenta-
tion and the evidence of the maternal love her mother per-
formed.  For example, Kuhn (2004) describes her moth-
er’s desire to make up for the insufficiencies in her own 
childhood by overcompensating in her care for Kuhn’s 
childhood in her presentation to others.  When I return to 
images of Elizabeth when she was born, they are painful 
to look at.  It was hard to imagine that one day she would 
grow into a beautiful little girl, because in her infancy, she 
was so frail and so small.  Her head was misshapen, and 
her skin was thin and transparent.  Early on, I started prior-
itizing the way Elizabeth looked to the world.  I assumed 
a different curator role as her mother and it came at a 
high price, not only in the actual expense of keeping my 

daughter dressed in fancy clothes, but the cost of losing 
some of myself by prioritizing dressing her while I was as a 
stay-at-home mom, without my curator professional iden-
tity.  Kuhn (2004) asserts, “keeping the baby immaculate 
and well cared for, while a source of pride and pleasure, 
must still have cost a good deal of effort” (p. 118). Kuhn 
(2004) suggests that caring for a daughter becomes a way 
for the mother to care for herself, thereby not only making 
a good mother, but also a good woman.

According to Kuhn (2004), the baby girl can become a site 
of contradiction for the mother.  In addition to mothering 
being a form of self-care for the mother, the baby girl in 
particular can become the mother’s possession, where 
dressing her up becomes the performativity or masquer-
ade of motherhood. As I think of Elizabeth’s fancy dresses 
as possessions that I care for and exhibit, I wonder how I 
have allowed my daughter to also become a possession 
I put on display. After all, I am a curator. I am trained to 
display possessions.  In what ways have I considered or, 
worse, not considered Elizabeth’s identity construction 
and whether or not she is comfortable with my attention 
to the ways she dresses and performs her gender?  Kuhn 
(2004) reflects on the relationship to her mother:

For if I failed to be well turned out, that failure would 

surely be hers, and she would be exposed as a bad 

person: not just an unloving mother, but worse, per-

haps—an unloved and unlovable little girl. (p. 115)

I put great care into selecting which of Elizabeth’s fancy 
dresses I would include in the exhibition.  There were too 
many to install each of them on a dress form.  I decided to 
place the bulk of them on a vintage clothing rack adjacent 
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to my great grandmother’s trunk.  They point to-
wards the future.  How many of these dresses will I 
keep for Elizabeth?  Will she even want them?  Will 
they eventually be folded and stored away for her 
to unpack and unfold if and when she becomes a 
mother someday?  Am I already setting Elizabeth 
up to fail or myself to perpetually fail as a mother?  
This thrust towards the future possible I describe as 
a potential interpretation of the fancy dresses also 
misleads.  The dresses concurrently point to my 
history as I make up for my own lack from the past 
carried into the present.  In mothering my daughter 
and her dresses, I am caring for and attempting to 
heal myself too.  I am mothering dresses, myself as 
a daughter, and my own daughter.  There is so much 
of the past to live up to in the present as material-
ized through the unpacking of my hoard.

Towards a Feminist Failure

Considering my own motherhood failures forces me 
to reconsider what my feminist failures might mean 
to my curating? Judith Halberstam (2011) invites 
failure and suggests: 

Under certain circumstances failing, losing, for-

getting, unmaking, undoing, unbecoming, not 

knowing may in fact offer more creative, more 

cooperative, more surprising ways of being in 

the world. (pp. 2-3)

Moreover, Halberstam (2011) argues from a feminist 
perspective, gender failure is often better than suc-
cess, because it relieves the pressure of measuring up 

Dress Story
I can easily recall the event 

and date for every one of 
Elizabeth’s fancy dresses on 

display in the Dress Stories 
exhibition.  Elizabeth wore 

the white smocked dress 
for her brother’s baptism 

service at church.  She wore 
the silk shantung fairy dress 

at a cousin’s wedding at a 
historic hotel, and she wore 

the grey velvet dress in a 
children’s fashion show at the 

Fort Worth Neiman Marcus 
store in celebration of the 

company’s 100th anniversary.  
I always pressed or steamed 

each dress, made sure she had 
clean matching tights, pol-

ished her shoes, coordinated 
her matching hair bows, and 

washed and styled her hair 
before her public appearanc-

es.  I also had professional 
portraits taken of Elizabeth 

wearing many of the dresses 
I included in the exhibition.  

I was dressing her up and 
dressing her out for the world 
to see.  But, now I wonder did 

I want the world to see her 
as a good girl or to see me, to 

see me as a good mother?

Anavini white cotton smocked dress with organza collar  
and ruffled capped sleeves, 2005

Rosetta Hellingtan pink silk shantung fairy dress with  
multicolor net skirt and sash belt, 2007

Luli & Me grey velvet dress with pink silk taffeta trim  
and ruched collar, 2007

Figure 56
WE’R E  GO OD  GI R L S

288   



77

her home, her collecting.  I think about my relationship to 
Elizabeth and the ways I have cared for her and her clothes, 
and I wonder what we have really passed down. 

Halberstam (2011) cautions when women employ Vir-
ginia Woolf’s (1929) famous line “We think back through 
our mothers if we are women” (p. 87) the logic is flawed 
because if we don’t think through our mothers, we ar-
en’t somehow women.  Instead Halberstam (2011) calls 
for anti-Oedipal texts that refuse to think back through 
the mother, that choose to lose the mother, and disrupt 
the lineage as a means of unbecoming women.   The 
failure to think back through our mothers offers creative 
opportunities for transformation to possible alternative 
forms of mothering self, other, and cloth that refuse 
ancestral precedence. 

This returns me to the metaphor of the waves of femi-
nism.  I recognize that throughout this chapter, I have 
mashed-up the second and third waves of feminism 
with poststructuralism, allowing each wave to crash 
into the curatorial. Barney (2009) frequently mashes up 

“metaphors, concepts, images, texts, and experiences 
to provoke new understandings” (p. 14). In my inquiry, I 
mash up Nodding’s care theory, Grumet’s understanding 
of thinking through our mothers, Butler’s interrogation of 
performativity, and Halberstam’s invitation to gendered 
failure. In the next chapter I explore the ways I began 
to creatively render the practices of my becoming and 
unbecoming curator, artist, researcher, teacher, mother, 
and woman.  It was not until the exhibition was over and I 
was working on the analysis of the inquiry that I was able 
to disrupt the lineage of my becoming in gendered ways.  
That turn and re-turn came later.

to patriarchal ideals. Losing one’s direction and failing can 
lead to new ways of thinking, visionary insights, and flights 
of fancy.  I appreciate Halberstam’s (2011) invitation to not 
focus so much on memory, but rather allow for forgetting, 
for unleashing new forms of memory as we attempt to find 
our way. She calls for researchers to wander, improvise, fall 
short, and move in circles, which speaks to the turning that 
is stitched throughout this inquiry.  Up to this point in the 
writing, I have worked to remember the familial stories of 
my becoming in relation to the clothing I collect and care 
for.  But what might happen if I begin to forget, to lose, or to 
lack in the unpacking of my identity as curator, artist, re-
searcher, mother, and teacher?  Halberstam (2011) argues:

We may want to forget family and forget lineage and 

forget tradition in order to start from a new place 

where the old engenders the new, where the old 

make a place for the new, but where the new begins 

afresh, unfettered by memory, tradition, and usable 

pasts. (p. 70).

This inquiry is rooted in my family lineage of collectors, of 
mothers who dressed their babies and collected their 
clothes.  Throughout this chapter, I have legitimized the 
family stories of the dresses I exhibit as a curator.  But 
Halberstam (2011) calls for new models of family to rethink 
our modes of relating, belonging, and caring.  She sug-
gests the Oedipal dynamics of passing down knowledge 
from one generation to the next poses gender trouble for 
feminists.  “The whole model of ‘passing down’ knowledge 
from mother to daughter is quite clearly invested in white, 
gendered, and hetero normativity” (Halberstam, 2011, p. 
124). It supposes the daughter must accept or reject the 
mother’s history.  I think about my relationship to my mother, 
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C h a p t e r  4
Mapping Practices 

and Uncharted 
Terrain

Arts-based research, as described by Barone and 
Eisner (1997) maintains that the arts provide a special 
way of understanding the world and constructing knowl-
edge, while representing new understandings in con-
textualized ways.  Correspondingly in art practice itself, 
Sullivan, (2008) argues for any medium, such as painting 
to be reconsidered:

as a theory, form, idea, or act begins with a nested set 

of problems, concepts, and issues, which lead to an 

exploratory, intertwining search before reaching a res-

olution, from which new pathways open up.  (p. 248)

Through studying forms of ABR, I began to realize that 
knowledge is embodied in the process of making exhibi-
tions just as it is in making artworks.  Curating an exhibi-
tion allows for creative spaces to take objects seriously in 
dialogic modes (Church, 2008).  As a curator, I too could 

“create in order to critique” (Sullivan, 2008, p. 249, italics 
in the original) in an exhibition much like an artist might 
through the medium of painting, for example. 

I could do research in the curating, where the curating 
could be both a noun and a verb, a practice determined 
by the act of doing the curating. The curating could be 
what Sullivan, (2008) calls a “doing” performance (p. 240). 
Suddenly, in addition to embarking on the curatorial turn, 
the educational turn, and the feminist turn, I was taking my 
first steps along “the visual turn” (Sullivan, 2010, p. 53) as a 
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curator, where “imaginative insights confirm, challenge, or 
change our understandings” (pp. 31-32). My understand-
ings stem from my lived experiences as a curator and the 
practices I perform as a curator. Montgomery-Whicher 
(1997) calls for research as “living practices” (p. 216), stat-
ing the following:

A practice implies a repeated and disciplined engage-

ment of mind and body in an activity, a way of doing 

and being which takes time to learn, and which one 

continues to learn over the course of a lifetime. (p. 215)

Reflexive practice, or “knowing-in-practice” (Haseman, 
2010, p. 152) offers opportunities for what Sullivan (2010) 
calls “thinking in a medium” (p. 135), “thinking in a lan-
guage” (p. 137), and “thinking in a context” (p. 137).  I 
began to realize each of these different “thinking” paths 
could be used to get to the same place.  Sullivan (2010) 
describes mapping as “process of locating theories and 
ideas within existing conceptual frameworks so as to 
reveal underlying structures and systems of connections” 
(p. 199). The methodologies I employ then become my 
mapping of the procedures throughout the inquiry terrain.  
Sullivan (2010) adds, “Terms like empowerment, enact-
ment, praxis, and	critical	reflection refer to the reflexive 
practice required to drive the process forward” (p. 50, 
italics in the original).  Like the ways I mash-up feminist 
theory in the inquiry, I also mashup arts-based research 
incorporating narrative, autobiography, dress stories, a/r/
tography, and c/a/r/tography in my reflexive practice of 
doing methodology.

Dress Story
Laura Ashley black crepe 
party dress with black 
velvet embroidered 
bolero jacket, 1995

I wore this dress for the 
opening gala reception of 
the Dallas Museum of Art 
exhibition, Hot Cars, High 
Fashion, Cool Stuff: Designs 
of the 20th Century in 1996.  
It was my first fashion 
exhibition to work on as 
a graduate intern with the 
Texas Fashion Collection 
and Myra Walker invited me 
to the premiere event.  All 
of the clothes we installed 
in the galleries at the DMA 
were created by high profile 
designers or couturiers.  I 
did not know what to wear 
to the gala, so I wore the 
fanciest dress in my closet, 
which was this Laura Ashley 
evening gown and matching 
jacket.  One of the aspects I 
always loved about working 
in museums were the 
opportunities to get really 
dressed-up for work. I miss 
that as a graduate student 
and stay-at-home mom. My 
practices have changed and 
so have my clothes.

Figure 57
A l l  Dr e s s e d  U p
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I actually came to arts-based research as 

a means to better know my advisor, who had 

studied at the University of British Columbia.  

I decided to read more about a/r/tography 

on my own, never imagining it might change 

the course of my work and shape the inquiry.  

I remember when I had finished reading  

A/r/tography: Rendering Self through Arts-

based Living Inquiry (Irwin & de Cosson, 

2004) and Being with A/r/tography (Spring-

gay, Irwin, Leggo, & Gouzouasis, 2008), I 

called my advisor and asked to meet with her 

to discuss the books in person.  As I began 

to talk about my connections to these two 

texts, my voice began to quiver, and I be-

gan to cry.  Reading about a/r/tography for 

the first time was like answering a call to go 

deeper into my history, my lived experiences 

and to envision my research as living inquiry.  

The next week, I met with my advisor again, 

and I brought along a large archival box.  I 

asked if I could show her some items I had 

been thinking about since our last meeting.  

Carefully, I pulled back layers of archival tis-

sue paper and began to unpack the material 

evidence of my motherhood story.  I placed 

Elizabeth’s baby blankets (see Figure 58), 

bonnets, booties, preemie diapers, and first 

ensembles on the table in front of my advi-

sor and shared the stories of each precious 

object with her, affirming why I held onto 

the objects so tightly. I cared for these arti-

facts like a curator cares for their collection. I 

hadn’t thought about these artifacts in sev-

eral years, and suddenly, through my tears, I 

began to find new meanings stitched within 

them, realizing the objects were the central 

site where my research should take place. My 

advisor just let me talk, as I continued to ask 

what might the implications and possibilities 

be for me to curate the objects as a creative 

practice in a critical way.  

Turning: To Research
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Figure 58
A  Buggy  of  B l a n k et s
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Narrative Knowing

Nickerson-Crowe (2005) defines method as “the 
process by which knowing occurs and moves 
from subjective personal experience to objec-
tive grounds, where understanding occurs inde-
pendently” (p. 13).  Narrative methods provide 
researchers with different kinds of knowledge and 
different opportunities for rendering that knowl-
edge. Aoki (2005) calls for penetrating inquiry 
arguing, “[r]ather than seeing theory as leading into 
practice, we need now more than ever to see it as a 
reflective moment in praxis” (p. 82).  Moreover, Alex 
de Cosson (2004) suggests, “[p]raxis (re)shows me—
(re)learns me through the moment of being in that 
sp(l)ace of not knowing—I (re)learned something I 
say all the time in my teaching—that it is in letting go 
that we find; that we cannot be found until we are 
lost” (p. 147). I began to think about how I would 
locate praxis in my work.  Rolling (2013) states:

Praxis is the sum total of our moral and aes-

thetic activities; the enactment, practice, 

embodiment, or realization of our individual 

and collective contemplation and speculation 

regarding the experience of social life within 

the natural world. (p. 1)

My narratives and lived experiences call for reflexive 
methods that point towards making meaning and 
opportunities for new knowledge. Nickerson-Crowe 
(2005) employs personal autobiographical writing 
and photography as a means to understand her 
professional knowledge, and what it means to teach. 

Dress Story
Black floral Laura 

Ashley cotton dress 
with peplum, 1989 

I bought this dress for my 
high school graduation 

portraits, when I worked at 
Laura Ashley.  I remember 

it was expensive, even with 
my employee discount. But 
it was worth it.  I loved this 

dress, and the way I felt 
when I wore it.  I also wore 

this dress to my parents’ 
25th wedding anniversary 

party later that same spring. 
A few weeks after I graduat-

ed, my dad started a new job 
and my family moved away 

from my childhood home, 
our friends, and our commu-
nity.  I never wore this dress 

again after I left home.

Figure 59
N ev e r  Wor n  Ag a i n
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She suggests teachers can expose questions, confronta-
tions, connections, and purposes within their lives, and by 
using reflective tools, one can journey backwards to move 
forwards through their own stories.  It is in this reflection 
space situated between personal history and professional 
career that is at the essence of reflexive practice (Nick-
erson-Crowe, 2005). Reflexivity is about seeking deeper 
understanding through un-layering connections between 
lived experience, teaching, and research. This speaks to 
me as I interrogate the notion of “unpacking self” in my 
inquiry.  Thus the unpacking becomes “a kind of personal 
archaeological process” (Nickerson-Crowe, 2005, p.7) 
where I offer attention to events, ideas, and objects as a 
curator to better understand my knowledge and practic-
es.  Begg (2008) uses the term “story” rather than “auto-
biography” to acknowledge the storytelling aspects of 
how specific incidents are chosen in research, to signify 
a shift in our perspectives—“I mined my memory banks 
to recall changing views of curriculum, conscious recall, 
quiet reflection, talking with others, re-reading profession-
al writings” (Begg, 2008, p. 39). The dialogic interplay of 
autobiographical narrative and autobiographical curating 
becomes an ongoing process of self-discovery.

Finding My Voice

After defending my a/r/tographical dissertation proposal, 
I was able to enroll in an arts-based research course, led 
by my advisor.  One of the assignments throughout the 
semester was to create a weekly piece of “photo-writing” 
(Jacobs, 2008, p. 131) or “photovoice” (Jacobs, 2008, 
p. 134; Weber, 2008, p. 47) to encourage students to 
interpret the assigned arts-based educational research 
readings through the practice of taking photographs 

Figure 60
How  d o  You  Col l ect  a  Cry ?
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how we make meaning—“Take pictures of things most 
important to you, or that you have a story about, or that 
you would like to remember for a long time, or give to 
your children” (Jacobs, 2008, p. 136).  “It is the paying 
attention, the looking and the taking note of what we see 
that make images especially important to art, scholar-
ship, and research” (Weber, 2008, p. 42).  This is similar 
to the work Nickerson-Crowe (2005) does letting images 
act as symbols or metaphors to attribute meaning to her 
practices and to uncover new knowledge.  Weber (2008) 
offers ten reasons to use art-related visual images in 
research in powerful ways, including “photo elicitation” 
(p. 48), where giving people an image or object to talk 
about sparks multiple reactions, outpourings of all kinds 
of information, feelings, thoughts, and situation details.   

For our first photovoice assignment, we were instructed to 
take and title two photographs of something that mattered 
to us we could relate to theoretically. I started at home.  I 
surveyed my many textile collections to determine which 
objects I might photograph for the assignment.  Having 
just read how Kind (2006) had altered her father’s handker-
chief, I felt compelled to start there.  I carefully unpacked 
my personal collection of over fifty vintage handkerchiefs 
and laid them out across my kitchen counter.  The photo 
I submitted for class depicted a straightforward view of 
the handkerchief collection (see Figure 60), but when I 
told the class I titled my photograph, How Do You Collect 
a Cry?, my classmates began to look more carefully at my 
image (Rose, 2001).  I changed how my classmates looked 
at the image of my exemplars of visual culture, because I 
established a different relationship between the objects 
depicted and myself. “Visual objects mobilize certain ways 
of seeing” (Rose, 2001, p. 14).

Figure 61
How  d o  I  H a n g  H e r?
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For the second image, I took my camera to a local Contain-
er Store and took a photograph of a wall holding hundreds 
of precisely lined-up clothing hangers (see Figure 61).   
I proceeded to tell my class how the image spoke to me 
because the hangers created order out of chaos and that, 
as a former costume curator, the image reminded me of 
the hanging racks holding the thousands of artifacts in the 
Texas Fashion Collection.  Then I told the class, I titled the 
image, How Do I Hang Her?  My classmates seemed to 
take the photo more seriously and think about the social 
conditions and effects of the visual objects I represented in 
my image (Rose, 2001). I didn’t realize then, I was not done 
with the hanger photograph and I returned to it later when 
designing the Dress Stories installation.  When I placed 
Elizabeth’s fancy dresses on wire hangers on the vintage 
clothing rack in the gallery, it was visualization to consider, 
How Do I Hang Her? by prioritizing her clothing.  I chose 
to ignore curatorial conservation practices of protecting 
garments from the weight and stress of displaying cloth-
ing that way, because the very act of doing it allowed me 
to think differently about the curating and how I care for 
my daughter’s clothes. But more importantly, displaying 
the dresses this way allowed me to render the ways I was 
beginning to invite failure into the exhibition. I do not think 
I would have turned to that decision had I not taken the 
hanger photograph for the photovoice assignment.  

I have never had any formal training or experience tak-
ing photographs before and I was intimidated to share 
my images with the class.  I made arrangements to meet 
with Brent Hirak, a doctoral student who is also a working 
photographer to get some suggestions for improving my 
photographs.  Brent took me outdoors and told me to point 
and shoot, encouraging me to take a lot of photographs 

to choose from in order to be successful.  I took over 300 
pictures of Elizabeth’s baby booties that day (see Figure 45).  
The next week, when I presented my images to the class, I 
was able to weave together the ways the photographs assist-
ed me in using shoes as a narrative scaffolding device to the-
orize my pedagogy (Weber, 2005). My daughter’s first pair 
of shoes became the first objects I decided to include in my 
dissertation exhibition, while the photovoice exercise and 
memory work helped me curate them in more provocative 
ways. Weber (2008) asks, “What kinds of stories can images 
tell” (p. 50)?  The photovoice exercise profoundly shaped the 
ways I began to tell my dress stories in my self-study.  There-
fore the dissertation as catalogue is an exercise in photovoice, 
where my images tell the story of my becoming undone.

Dress Story
 
Mothers used to place tiny 
bells on their baby’s shoes so 
they could hear them coming. 
I am tickled my mother saved 
my first shoes and that they 
still jingle. When I was born, 
my feet were misshapen, and 
I had to wear a foot abductor 
brace bar at night when I 
slept.  The bar forced my feet 
to learn to turn outward so I 
would be able to eventually 
walk.  I like thinking about 

training yourself to turn 
inward or turn outward and 
preparing to walk. My mother 
saved my abductor bar for 
over forty years.  I wish I 
could have included it in the 
exhibition, but we cannot 
locate it.  We know it’s been 
saved and that it is in Paula’s 
home, but we don’t know 
how to find it. I wonder when 
I eventually do find it, if I will 
still want to hold on to it and 
the memory of my early steps.

Figure 62
L e a r n i n g  to  Wa l k

White leather high top baby shoes, 1970
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Weaving a Life

How might one be done and undone in autobiographi-
cal inquiry and why does lived experience matter to art 
education? Clandinin and Connelly (2000) describe nar-
rative knowing in the following quote, “[e]xperience is 
what we study, and we study it narratively because nar-
rative thinking is a key form of experience and a key way 
of writing and thinking about it” (p. 18). As I considered 
how autobiographical inquiry could allow me to engage 
in my own lived experiences as curator, artist, researcher, 
and teacher, I found myself asking, what would it mean 
for me to study my curator self and my curator practices 
anew? Bullough and Pinnegar (2001) ask, “What makes 
a piece of self-writing research?” (p. 14). It becomes re-
search, not when it focuses solely on the self, but when 
the self is studied in relation to practice and others. Ac-
cording to Bullough and Pinnegar (2001), this is the only 
way a researcher will ever be able to answer the “so 
what” (p. 15) question. In an inquiry devoted to notions 
of caring, I had to ask, who cares about my stories?  It 
was worth knowing how I arrived at my current place as 
curator, artist, researcher, and teacher? Similarly, Grif-
fiths (1995) asks, “So how did I come to be myself? And 
is what I take to be myself my real self?” (p. 1). Further, 
Griffiths (1995) asserts these questions matter because 
they affect what we do in the circumstances we find 
ourselves always within a historical present. I question 
what the processes of retracing my steps might mean 
to my knowing and being in the world? Really thinking 
about one’s formation can be a painful and vulnerable 
act. I started questioning the ways my multiple roles as 
curator, artist, researcher, teacher, and mother inform 
my ongoing identity formation. 

Figure 63
QU I LT I N G  OU R S E LV E S  TO GET H E R
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their difficult experiences with one another—“The conver-
sations and writings quickly help form communities of 
care” (p. 100).  Narrative conversations within community 
weave together text and imagery in powerful ways.  Art 
educators may create a patchwork of their pedagogy 
(see Figure 63) as they knit, stitch, weave, knot, and quilt 
together themes of mothers and daughters, identify, and 
female experience (Irwin, Stephenson, Robertson, Neale, 
Mastri & Crawford, 1998).

This inquiry allowed me to curate my autobiographical narra-
tives to explore ways to care and to form communities of care, 
as I contextualized my practices, identities, and vulnerable 
private spaces.  Seeking meaning in my curator life was a very 
vulnerable act for me.  It returned me to the idea of certainty 
and uncertainty and called for me to allow for uncertainty.  In 
being vulnerable, I discovered certainty and uncertainty were 
imbued with power.  I had to start to listen for these insights.  
Bullough and Pinnegar (2001) add the following:

A self-study is a good read, attends to “nodal moments” 

of teaching and being a teacher educator and thereby 

enables reader insight or understanding into self, reveals 

a lively conscience and balanced sense of self-importance, 

tells a recognizable teacher or teacher educator story, por-

trays character development in the face of serious issues 

within complex settings, gives place to the dynamic strug-

gle of living life whole, and offers new perspective. (p. 19)

The autobiography and self-study in teacher education 
work of Sandra Weber and Claudia Mitchell (Weber & 
Mitchell, 1995; 2004a; 2004b) helped me find my way 
back to costume curating as an art educator and to at-
tune to nodal moments in my curating.

Roth (2005) argues autobiography and autoethnography 
can be used to construct knowing within our intersub-
jectivities, “understanding the Self to understand the 
Other” (p. 15). I interrogated my intersubjectivities to 
understand myself as a curator in relation to the Other. I 
wondered how would I find the other in myself and my 
collections (see Figure 63)? I worried if I reviewed what 
was and what is precious, might my cannon(s) be dis-
lodged? I was committed to the idea of going beyond 
myself, of rubbing up against the Other. In going beyond 
myself, I anticipated locating new meanings for my iden-
tity and for my practices as a curator, artist, researcher, 
and teacher.  I sought to restructure, reinterpret, and re-
conceptualize my practices and priorities across contexts; 
and narrative in order to seek new meanings, and narra-
tive would help me get there. 

Witherell and Noddings (1991) assert story and narrative 
are the primary tools for the work of educators and for 
seeking meaning in our lives: “It is dialogue that allows 
the negotiations of meanings through which the self in 
relation to other selves and to one’s cultural communities 
is constituted” (p. 7). In art education, autobiographical 
narratives allow for deeper understanding of practices 
(Barrett, 2004; Grauer, Irwin, & Zimmerman, 2003; Le 
Pierre, 1998; Rahn, 1998; Raunft, 2001; Saccá & Zimmer-
man, 1998), offering opportunities for personal stories to 
rub up against art teacher identities (Check, 2005; Jaksch, 
2003; Suominen & Guyas, 2007), and entering private 
spaces where illness, pain, and vulnerability lead to 
alternative ways of conceptualizing the field (Baker, 1998; 
Barrett, Smith-Shank, & Stuhr, 2008; Kind, 2006). Barrett 
(2011) describes opportunities for personal narratives 
to lessen loneliness and isolation when people share 
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In 2012, before the Dress Stories exhi-

bition was scheduled to open, my advisor 

and I attended the National Art Educa-

tion Association’s annual convention in 

New York City.  We decided to go and 

see Love, Loss, and What I Wore, a play 

by Nora and Delia Ephron (2008), based 

on the book by Ilene Beckerman (1995). 

In the play, five actresses perform their 

dress identities as they tell the stories of 

their lives lived in clothing.  Some of the 

stories were funny, and others were very 

personal and poignant.  Monologues and 

ensemble readings help the audience 

relate to the women, their memories, and 

their clothes, the clothes so many women 

embody—prom dresses, first bras, shoes, 

purses, bathrobes, and wedding dress-

es. Throughout the play, the characters 

weave together stories of  body image, 

sexual orientation, marriage and divorce, 

friendship, betrayal, illness, sexual assault, 

and mother-daughter relationships.

In experiencing the play, the show only 

affirmed my inquiry and its relevance 

along with my need to tell my stories.  In 

the lobby of  the Westside Theater, audi-

ence members were invited to participate 

in the performance by adding their own 

dress stories.  Sheets of  paper with a writ-

ing prompt soliciting audience member’s 

words and drawings depicting their most 

memorable clothing were displayed for 

everyone to see.  There were hundreds 

of  responses pinned to large bulletin 

boards.  My advisor and I took time to 

view them, read them, and reflect on how 

the performance allowed for a community 

of  learners to be changed. I left a draw-

ing of  one of  my own dress stories on the 

wall to add to the collection of  memories. 

After seeing the play, I read Beckerman’s 

Turning: To Show and Tell
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(1995) book and appreciated how she 

wrote and drew her life in clothes. I was 

influenced by the simplicity and accessi-

bility of  Beckerman’s stories, as though 

her clothing could speak for itself  (Ken-

dall, 2008; Smith, 2009). Beckerman’s 

clothing seemed to come alive and be 

interactive, and I could easily relate to 

the author ’s experiences, encounters, and 

enactments. Experiencing Love, Loss, and 

What I Wore (Ephron & Ephron, 2008) 

allowed me to visualize new ideas, con-

nections, and data for my own work, as I 

began to write my own clothing stories in 

short vignettes of  my “wearer ’s view” (We-

ber & Mitchell, 2004a, p. 5). It was only 

after I experienced the show, I was able 

to create the gallery zine with personal 

photographs and short narratives about 

the clothing on display to accompany the 

Dress Stories exhibition.

Figure 64
I T ’ S  S HOW T I M E
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Dress Stories as Practice

It was a search for the personal, for the autobiographical 
that first provoked the curating of the Dress Stories exhi-
bition. Weber and Mitchell (2004a) challenge educators 
to consider ways to make their intentions and actions 
transparent by asking women to talk and write about 
dress labeling the narratives “dress stories” (p. 4). The 
authors stipulate:

Clothing, as objects of material culture, can act as both 

entry points for personal (and private) autobiography in 

relation to questions of identity, as well as entry points 

for understanding the social components of identity as 

read through individual and collective responses to a 

particular clothing artifact— what might be described as 

‘the wearer’s view.’ (Weber & Mitchell, 2004a, p. 5)

When I curated Suiting the Modern Woman I included 
the wearer’s views and shared the individual stories of 
the twenty-eight high profile Texas women and their 
dress for success philosophies.  The wearers’ views were 
those of politicians, executives, media personalities, 
bankers, university presidents, and fine arts administra-
tors.  Mary Kay Ash described her famous pink Director 
suit; Marilyn Oshman recounted the camouflage fatigues 
she wore to work as a CEO in a war to increase profits; 
attorney Sarah Weddington described the suit she wore 
while working on the famous Roe v. Wade case; and for-
mer Governor Ann Richards described her inauguration 
suit.  As an emerging feminist curator, it was a priority for 
me to me to weave women’s stories into my exhibition 
planning. And now, in my dissertation inquiry the wear-
er’s views are my own.  These are my dress stories that I 

seek to contextualize in the curating. Steele (1989a) calls 
for contextualization of clothing: 

There is rarely a single meaning attached to each arti-

cle of clothing.  Instead, its meanings depend on the 

context—Who wears it? When? Along with what other 

clothes?  What is the history of the garment? (p. 6)

As an art educator interested in fashion and self-fash-
ioning, the opportunity to explore dress and identity 
suits me and my research as I search for meanings 
in clothes and opportunities to move back and forth 
between material objects and my autobiographical 
narratives and critical memory work (Mitchell & Web-
ber, 1999; Webber & Mitchell, 2004b).  Mitchell & 
Weber (1999) suggest researchers work their way back 
through memories, focusing on both what is remem-
bered and how it is remembered, noting:  

[t]his is done by remembering and then remembering 

again, or by telling a memory and then engaging in 

a re-telling where we attend to why we have remem-

bered something a certain way and what this might 

mean to our work as teachers. (p. 48)

The Dress Stories exhibition allowed me to contextual-
ize my dresses-in-use, my dresses embodied, and my 
dresses worn.  “Bought or made, then worn, forgotten, 
remembered, reconstructed, and reinterpreted, each 
dress offers new glimpses into how we construct mean-
ing in our daily lives” (Weber & Mitchell, 2004a, p. 6). I 
intentionally titled my exhibition Dress Stories to theorize 
the significance of the material objects I displayed, even 
though I no longer can wear the majority of clothing I 
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continue to keep and care for (Bye & McKinney, 2007). 
The title of the exhibition spoke to the dress-meanings 
and the ways I might find meanings in my collections. “A 
wide range of meanings are constructed and co-exist 
around and through our clothes— some of them fleeting 
and unstable, some of them contradictory” (Weber & 
Mitchell, 2004a, p. 255). These fleeting, unstable, and 
contradictory meanings were installed on dress forms in 
the gallery and denoted in the exhibition didactics. The 
dress stories I offer are personal and meaningful to me. 
The dress stories are not chronological of my life lived in 
my clothes, rather they move back and forth, across five 
generations of collectors in my family, as the curatorial 
narratives of my identity. 

Weber and Mitchell (2004a) argue attention should be 
given to the “connotative personal meanings” (p. 255) 
as dresses assume and call for ways to juxtapose spe-
cific dresses with denotative meanings— in other words, 
attention should be given to the ways we construct and 
deconstruct the meaning of our clothes. Weber and 
Mitchell (2004b) use both their bodies and their clothes 
in their theorizing by enacting “Robe to Robe” (p. 989), 
a performance of both their academic robes and bath-
robes to comment on the ways we “dis-robe” each other 
(p. 991).  Their performance provoked me to include my 
own pink bathrobe in the Dress Stories exhibition.  I slung 
it casually over the closet door in the center of the gallery 
to act as a deliberate contradiction in the exhibition— a 
space between my public and the private performances 
of the curatorial. My bathrobe became conceptual and, 
like Jim Dine’s bathrobe images of the 1970s (Cottell & 
Schoettle, 1986), suddenly acted as a surrogate for my 
own self-portrait in the exhibition.

Dress Story
Pink velour wrap 
around bathrobe 
with sash belt, No 
Label, c. 2005

Most of the clothing includ-
ed in the Dress Stories exhi-
bition was only worn once 
or for a special occasion.  
They are artifacts of signif-
icant moments in my lived 
experience.  But not my 
bathrobe.  I have worn this 
faded, worn, and stained 
robe for years.  It is the 
combat gear of my private 
life.  I have worn this robe 
as I care for my children, as 
I clean my house, and as I 
struggle to work on my dis-
sertation at the kitchen table 
in the middle of the night.  
Seemingly unimportant, it is 
perhaps the most embodied 
and performed garment 
I own.  It had to be in the 
exhibition if I was going to 
let others see the clothing I 
really wear in the privacy of 
my home.

Figure 65
M y  Rob e  a s  S e l f -P ort r a i t
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As I considered the visual modes for representing myself 
in my self-curating, I incorporated performance, pho-
tography, and art installation (Weber & Mitchell, 2004b) 
to reinterpret and represent my research. Moreover, I 
asked myself questions about the particular dresses in the 
exhibition, and how I might display them and write about 
them in particular ways as an “artful exploration” (Weber 
& Mitchell, 2004b, p. 999).  The inquiry stitches together 
autobiography, dress stories, and a/r/tography. In weaving 
these methodologies together, my life, my lived inquiry 
informs my ways of knowing (Belenky, Clinchy, Gold-
berger, & Tarule, 1986) and more importantly, allows for 
image-based renderings of my nodal moments as curator, 
artist, researcher, and teacher.

Being in A/r/tography

In this chapter devoted to outlining the methods used in 
my inquiry, I appreciate the a/r/tographical understand-
ing of methodology (Sinner, Leggo, Irwin, Gouzouasis, & 
Grauer, 2006) and move away from traditional research 
orientations, to shift the terminology of “methods” to that 
of “practices,” allowing for the range of my curator perfor-
mative activities accompanied by textual and visual repre-
sentations. A/r/tography is a hybrid research methodology 
that “begins from the practices of artists, researchers, and 
educators, who, through ongoing inquiry in and through 
time, share their processes of inquiry as well as the prod-
ucts that are derived from those inquiries” (Sinner, Leggo, 
Irwin, Gouzouasis, & Grauer, 2006, p. 1227). A/r/tography 
is at once a research strategy and a creative activity (Irwin, 
2013).  It calls researchers to re-imagine their life histories 
and to re-present those histories in image, objects, reflec-
tions, interpretations, and actions. A/r/tography allows 

researchers to deeply consider how data is conceived and 
nurtured (Triggs, Irwin, & O’Donoghue, 2014).

A/r/tographic practice is in movement and in relation to 
and with events and artifacts (Triggs, Irwin, & O’ Donoghue, 
2014). This resonates with me as I curate an exhibition event 
full of my personal artifacts (see Figure 66). A/r/tography 
allows me to listen to myself, to really listen, and to explore 
artmaking as a way into research.  My willingness to go 
further through a/r/tography marks a turning point for me 
in my doctoral studies. I am drawn to new places, probabil-
ities, plausibilities, and possibilities (Sullivan, 2010; Triggs, 
Irwin, & O’ Donoghue, 2014) to curate, create, research, and 
teach. Susana McCune (2013) engages in a/r/tography to 
explore themes of death, grief, and bereavement as a care-
giving professional, providing psychological care working 
with hospice.  These are things in the world that matter to 
her and her inquiry.  Like McCune (2013), my inquiry is an 
opportunity to explore what matters to me.  

Figure 66
N u rt u r i n g  Clot h
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Dress Story

My mother and I went to 
a bridal specialty shop 
in Fort Worth to buy my 
wedding shoes.  My shoes 
were the “something new ” 
I wore on my wedding day. 
I remember they cost $100, 
but my mother bought 
them for me, because I 
really wanted them.  The 
day of my wedding, my 
mother gave me a small 
pink box.  Inside was a 
little pink folded card 
with the name, “Dayton’s” 
printed on the cover. I 
carefully unfolded the card 
and read it, “Something 

borrowed, something blue, 
something old, something 
new, and a silver sixpence in 
my shoe.”  Dayton’s was the 
department store where 
my mother bought her 
wedding dress and they 
gave her the sixpence for 
her wedding day. Attached 
to the card was the actual 
sixpence my mother had 
worn inside her wedding 
shoe in 1964.  I carefully 
tucked the sixpence in 
my wedding shoe, and 
prepared to walk down the 
aisle. The sixpence made 
me very aware of feeling 
each step I took.

White Watters and Watters silk satin wedding  
ankle strap high heeled shoes, 2002

Figure 67
Awa r e  of  E ach  St e p
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Irwin (2004) offers three kinds of thought for art educators—
knowing, doing, and making as a third space which allows 
for intellect, feeling, and practice to create intertextuality. 
Knowing, doing, and making become metaphors for the 
very processes and products created and used within the 
inquiry (Irwin, 2004).  By stitching together my autobiogra-
phy with a/r/tography, I trouble the questions of who I am 
and how I evolved as a curator, artist, teacher, and researcher 
through knowing, doing, and making. I was willing to dwell 
in a/r/tographical spaces that lead to introspections, ex-
treme self-reflection, and personal renewal. I wanted to go, 
to be in the gaps and spaces of my identity as a curator as 
artist, researcher, and teacher. I wanted my dissertation to 
take an alternative form.  “Moving beyond traditional text-
based dissertations to embrace the complex discourses pos-
sible within the areas generates a new system of exchange 
where arts-based educational research unfolds as a provoc-
ative mode of inquiry” (Sinner, Leggo, Irwin, Gouzouasis, & 
Grauer, 2006, p. 1225).  Pearse (2004) calls for opportunities 
for “being in” and “dwelling in” as a research stance, “This 
kind of immersion and savouring and openness to being 
connected is the research praxis to which we must strive”  
(p. 185).  It is in this immersion that change can occur —in 
our art, research, teaching and changing (Triggs, Irwin, & 
O’ Donoghue, 2014). Moreover, in a/r/tography, “research 
questions emerge and change over time through a perspec-
tive of living inquiry” (Sinner, Leggo, Irwin, Gouzouasis, & 
Grauer, 2006, p. 122).  When I first proposed my questions, 
I could not fully imagine the significance the Dress Stories 
exhibition would play in the inquiry, or the ways it would 
alter me. I also did not anticipate or create space for my 
own artmaking to come out of the curatorial practice once 
the exhibition was over. However, “[a]rts-based research 
must demonstrate that artful expression is at the heart of the 

inquiry” (Sinner, Leggo, Irwin, Gouzouasis, & Grauer, 2006, p. 
1242). But during the writing of the dissertation, I could not 
imagine not making art after being transformed by a/r/tog-
raphy. Becoming an artist was new terrain for me. “There can 
be no being a/r/tography without the process of becoming 
a/r/tography” (Irwin, 2013, p. 200). Becoming a/r/tography 
required thinking through my artist, researcher, and teacher 
identity construction. Thinking of myself as subject-in-pro-
cess becoming a curator required I be willing to go there, to 
journey towards curating and set in motion curating in peda-
gogical ways.  This meant I had to trouble the idea of myself 
as artist further. This was a shift from wanting to be a curator 
to wanting to become a curator requires time to embody 
and experience living the inquiry (Irwin, 2013).

Walking In

Irwin (2013) offers a reflexive walking pedagogy and a 
walking methodology through which new knowledge may 
be produced.  Walking in particular “allows researchers and 
participants access to experiences that are multi-layered, 
sensory, and affective, which help us reach beyond the per-
sonal to social understandings” (Irwin, 2013, p. 204). Like 
Kind (2006) who often took walks during the most difficult 
times in her research, I worked to reconsider what walking 
might mean to my work.  As I worked to map the cartogra-
phy of a/r/tography in my inquiry, I imagined gallery maps 
for navigating an exhibition, but soon realized the maps I 
most needed were those for becoming curator. Curating 
the Dress Stories exhibition was my becoming-event (Irwin, 
2013).  My first steps into the walking were steps that were 
all too familiar to me—the steps of mounting a fashion exhi-
bition. The practice of curating set in motion the journeying 
towards my knowing. 
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In 1996, when I worked on Hot Cars, 

High Fashion, and Cool Stuff: Designs of 

the 20th Century, Myra Walker first taught 

me to utilize what she called a “punch list” 

to write down a running text of all the “to 

do” steps necessary to curate an exhibi-

tion.  Since that exhibition, I have kept a 

“punch list” notebook for every curatorial 

project I’ve worked on to ensure I do not 

miss critical steps.  For the Dress Stories 

exhibition, my punch list read almost like 

a field journal of copious notes, of the 

curatorial practices I performed.  There 

were 275 curatorial activities recorded on 

my punch list in my journey toward.  Irwin 

(2013) notes, “[b]ecoming-event does not 

reside in a single personal encounter: it 

resides in a multiplicity of events that are 

social and collective” (p. 207). Not only 

were there many steps on the punch list, 

but also numerous people involved in the 

process.  I included all of the names of the 

invaluable collaborators who joined me 

in a community of collective work on the 

punch list. While I did receive assistance, 

the majority of the work on the exhibition 

fell to me to complete. It is interesting in 

an a/r/tographical inquiry rendering art-

ist, researcher, and teacher identities, the 

punch list points to many other identities I 

performed as the exhibition curator.  Dress 

Stories was a relatively small and inexpen-

sive project, (with a budget of $10,000) 

and as such, it required in addition to be-

ing the exhibition curator, I also perform as 

museum administrator, museum educator, 

collections manager, registrar, conservator, 

development director, designer, facilities 

and maintenance manager, internship co-

ordinator, public relations and marketing 

director, and security officer for the exhibi-

tion.  The punch list allows readers access 

Turning: Into the Punches
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to each of my curatorial practices.  I have 

never read a list of the procedural steps 

required to mount an exhibit in an exhibi-

tion catalogue. Missing are curator travel 

logs of how exhibitions really come to be, 

where becoming-exhibition is embodied 

practice.  Missing are the messy steps of 

curating. Museum catalogues don’t ad-

dress who painted the platforms or swept 

the gallery floor, but those practices are 

part of the journey of becoming-exhibition. 

While internationally renowned curators 

like Hans Ulrich Obrist, Walter Hopps, and 

Herald Szeemann recount the politics of 

mounting their blockbusters, biennials, 

and book publications (Obrist, 2011a), I 

am most interested in discourses offering 

reflections and articulations of curator vul-

nerabilities, spaces, histories, and displace-

ments revealing inner subjectivities and 

outward performativity. 

Rereading the punch list, I am re-rout-

ed in its intensity. Even the word “punch” 

in “punch list” helps me to better under-

stand the a/r/tography rendering of “re-

verberations” (Irwin & Springgay, 2008, p. 

xxx) and shift my curatorial movements.  

These “punches” came in the middle of 

the inquiry, throughout the nine months 

of planning, mounting, and de-installing 

the Dress Stories exhibition. These punch-

es are curating set in motion (Irwin, 2013) 

for me; they are a map of the exhibition 

terrain.  This is the work of doing curating. 

Entangled in the punch list are also the 

painful parts of the curating. I weave pho-

tographs (see Figures 68-107) of the ways I 

took the punches in curating the exhibition.  

I did not give these images titles because 

I want readers to see them in relationship 

to the punch list. The photographs are 

not styled, professionally lit, or carefully 
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staged.  Instead they are informal glimpses 

into curating.  They are the pictures that 

never make it into traditional curator cata-

logues. I did not want to hide these views 

into my curator spaces. These images are 

just as significant as the glossy curator 

images I include in these pages. In these 

images, I declare myself as a curator.

Brenson (1998) calls for curators to allow 

for vulnerable spaces where they are able 

to “declare themselves,” to be self-con-

scious, open, and transparent, to thought-

fully consider what they reveal and what 

they hide from viewers.  Most visitors who 

came to Dress Stories were unaware of 

what happened behind the scenes in the 

curating of the exhibition.  If  “curating is 

a ‘becoming discourse’ where curators are 

willing themselves to be the key subject 

and product of this discourse” (p. O’Neill, 

2007, p.26), then as part of that openness, 

what are the possibilities for including all 

of the walking steps required of curating 

an exhibition, even if they hurt? Sometimes 

curating can hurt, both physically and 

emotionally. I offer the punch list and the 

punch pictures to the reader as an invita-

tion, an interlude in the reading to feel the 

walking, the reverberations, and the punch-

es with me.
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5 Begin recovery plan for loss of exhi-
bition space at Fashion on Main due 
to uncompleted building construction

I n t e r l u d e

The Exhibition 
Punch List

Figure 68-107
Ta k i n g  t h e  P u n ch e s

1  Discuss original exhibition concept with Myra Walker, Director of 
Texas Fashion Collection, secure exhibition dates for September 
5-October 5, 2012 at Fashion on Main gallery in Dallas, Texas 2  Tour 
Chelsea Bell’s thesis fashion exhibition at Fashion on Main in January 
2012, take photos, begin to conceptualize the gallery space, photo-
graph and assign mannequins, and start on gallery design and object 
list 3  Assemble fundraising/sponsorship materials for meeting with 
Robert Milnes, Dean, College of Visual Arts and Design 4  Schedule 
meeting with Dean Robert Milnes to request financial support for ex-
hibition from College of Visual Arts and Design 6  Solicit exhibition 
space from Margaret Chalfant at Greater Denton Arts Center for exhi-
bition 7  Solicit exhibition space from Herbert Hall at UNT on the 
Square for exhibition 8  Solicit private residence in Fort Worth for ex-

hibition, schedule meeting, tour property, take photos 9  Solicit exhi-
bition space from Tracee Robertson at CVAD for exhibition, selecting 
Cora Stafford Gallery 10  Complete and submit UNT gallery reserva-

tion packet and contract to Gallery Director, Tracee 
Robertson and her staff, Michael Little 11  Switch ex-
hibition design from using mannequins to using dress 
forms for new exhibition space 12  Pull dress forms 
out of storage from TFC and start editing objects 
and fitting garments to forms 13 . Visit Cora Staf-
ford Gallery to take dimensions and photographs 
14  Craft original gallery maps for exhibition space 
15  Edit research renderings, start curating object lists 
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25 Walk through exhibition 
objects and gallery design with 
Texas Fashion Collection staff 

16 Locate remote storage family items, assem-
ble potential objects on dining room table

37 Write dress stories for 
zine, and layout and de-
sign the publication48  Work in Cora Stafford 

Gallery to draw schematics 
for floor plans   

54 Locate and pack 
all additional Laura 
Ashley dwelling items

17  Interview Mother for provenance stories of family items 18  Request 
wall mounted pedestals for gallery space 19  Draft loan request packet for Nei-

man Marcus store to secure children’s dress forms 20  Draft fundraisingpacket for 
private donor sponsorships for the exhibition 21  Hire seamstress for conservation work 

on infant clothes, wedding dresses, and performance gowns 22  Start to draft individual object labels 23  Fittings for dress-
es on mannequin at the house and take with working photos 24  Schedule formal photo shoot with Blake Hampton for pub-

licity and marketing needs 26  Collaborate with Myra Walker to 
continue to edit object list 27  Determine which dresses need 
professional cleaning and conservation work 28  Locate, 
scan, and edit family photographs for gallery zine 29  Print 
photos for object selections and mount images at TFC for 
individual notes for each object 30  Secure loan of vintage 
clothing rack 

from Fort Worth collector, Rebecca Avant 31  Purchase thread, extra fabric, and no-
tions for conservation work 32  Meet with Sue Pruente, seamstress to sew dust ruffle, 
pillow shams, and repair garments 33  Email photo and press release to Art Educa-
tion and Art History department for website 34  Meet with Carol Wilkinson at Design 

Works staff to collaborate on de-
sign of all didactics 35  Meet with 
UNT Food Services to plan exhibition reception 36  Scan all 
photos for gallery zine publication 38  Edit didactic panels 
for the renderings in the gal-

lery 39  Design and order vinyl letters for gallery 
walls 40  Construct infant dress form for christen-

ing gown, wash and repair slip for christening gown 41  Pick up Neiman Marcus 
dress forms at Ridgmar Mall, Fort Worth 42  Continue fittings for more dresses, assign dress forms to each 
object 43  Purchase antique bed, arrange delivery to gallery 44  Purchase mattress and box springs, arrange 
for delivery to the house and delivery to gallery 45  Work with designer Blake Hampton to create exhibition 
flyer and reception invitation 46  Locate Laura Ashley fabric for Sue Pruente to begin work on repairing the 
dwelling items 47  Find and paint the removable neck caps for all dress forms 49  Finalize exhibition budget 
and set up separate bank account for all expenses 50  Meet with Mary Miller, CVAD 
Budget Officer to discuss exhibition budget and purchase orders from UNT 51  Meet 
with contractor, Dan Rinehart to design clos-
et, discuss budget and timeline 52  Deter-
mine platform counts, arrange delivery of plat-
forms from Dallas to Denton 53  Continue 
to design gallery space 55  Work with 
UNT graphic designer, Carol Wilkinson on 
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63 Frame deteriorated 
baby garment in  
shadow box 

112  Production meet-
ing with Nadine Kalin 
and Rita Irwin to inter-
rogate the curating and 
be in the curating 

94 Mount pic-
ture hangers on 
30 black frames, 
clean glass, and 
edit Laura Ashley 
photographs

layout for exhibition title panels 56  Get final pedestal counts from Fashion on Main 57  Schedule Texas 
Fashion Collection staff for installation and de-installation dates and times 58  Make reception guest list 
59  Drop off clothes to dry cleaners 60  Locate remote storage items in attic 61  Purchase 30 black 8 x 10” 
frames, and mount all Laura Ashley photographs 62  Purchase antique attic closet door, doorknob, and 
hinges at salvage store 64  Finalize object list for TFC staff 65  Arrange for Little Guy movers to deliver 
dress forms and platforms on installation day 66  Coordinate with professional stylist, Melanie Sanford and 

exhibition design-
er, Greg Goolsby 
for installation 

schedule 67  Locate 
bank pins for mounting the 

didactic panels on the gallery 
walls 68  Go to Central Market and 

order floral centerpiece for opening reception 69  Label each 
dress form and neck piece with corresponding object numbers   
70  Complete final editing on didactic panels 71  Make net-
ting infrastructure for infant christening gown 72  Create pack-

ing lists for installation weekend at 
Oak Street Hall 73  Purchase batting, 
hosiery, and surgical tubing for styl-
ing dress forms 74  Locate and fit 
bras, shoulder pads, petticoats for 
each dress form 75  Set-up staging 
table in TFC for packing items to take 
to gallery 76  Spray paint dress form 
bases 77  Sign-off on invitation de-
sign and marketing photo with Blake 
Hampton 78  Create purchase or-
ders for all printing needs and submit 
to Mary Miller 79  Make shopping 
lists for food and supplies for the re-
ception 80  Arrange for additional 

transportation for installation and deinstallation days 81  Make list of painting 
supplies needed to prep pedestals and bases 82  Submit contracts for Little Guy movers to pick up platforms at Fashion on 
Main and deliver to campus 83  Complete phone interviews with UNT Public Relations Office to craft press release 84  Arrange 
to meet Mary Miller, university staff to assist with reception purchasing needs 85  Purchase and fit pillow forms for all 15 pillows 
in exhibition 86  Wash and iron all bedding and pillow covers 87  Purchase curtain rods and finials 88  Edit infant clothes for 
curtain rods 89  Purchase spray paint and drop cloths 90  Get fabric for tablecloths for reception 91  Complete final fitting for 

312  



101

137 Load car with all Laura 
Ashley items, curtain rods, layette 
items, vintage light fixture, hanging 

129 Pack Laura Ashley pitcher and bowl, 
throw pillows, swatch books, wallpaper rolls, 
lamps and shades, rug , catalogues and de-
sign books, clothing , shoes, and hangers

bags,  baby blankets, suitcases, dollhouse, 
baby buggy, wire dress form, white 

cabinet, laundry baskets, Indian 
clubs, needlepoint samplers, teddy 

bears, vintage table cloths, han-
kies, quilts, bassinet, Moses bas-
ket, t-shirts, bathrobes, bridesmaid 
dresses, academic robes, wedding veil, 

letter jackets, opera cape, coat rack, 
sewing threads, antique table and doi-

ly, cross stitch sampler, baby items, 
dolls, lingerie, and baby bonnets 

christening gown 92  Cut 
labels for all forms, neck 
pieces, and bases 93  Dis-
tribute exhibition invitations 
to all electronic outlets 95 
Purchase hangers for closet 
and clothing rack 96  Sub-
mit zine text to printer Ste-
ven Latham 97  Pick up vin-
tage clothing rack 98  Pick up 
Neiman Marcus children’s dress 
forms, deliver thank you letter 99 
Pre-steam all clothing before deliv-
ery to gallery 100  Sign off on all 
printing proofs with Design Work 101 
Order table and skirt rentals for reception 102  Pack all curat-
ed items from home 103  Book professional photographer, 
David Leggett for gallery shots 104  Clean and press wed-
ding dresses 105  Purchase serving pieces for reception 
v 106  Purchase plastic zine holder for gallery wall 107  Pur-
chae pillows forms for the bed 108  Make shopping lists for 
reception food and drinks 109  Proof press releases for uni-
versity public relations office 110  Shorten dress form poles 
with Dan Rinehart 111  Production meetings with TFC staff, 
assign student workers to installation and deinstallation week  
113  Locate rolling carts for transporting garments with Edward 
Hoyenski 114  Locate additional body stockings, tulle, batting, 
bras, and padding for stylist 115  Locate steamers for installation 
116  Craft schedule for Installation weekend 117  Bag each garment 
in bags on rolling racks 118  Arrange for preparators in gallery on 

installation day 119  Craft moving lists for racks, pedes-
tals, label stands, and dress forms 120  Assemble label 
supplies for mounting didactics 121  Pick-up dry cleaning 
and conservation pieces 122  Approve paint colors for pedes-
tals 123  Designate one empty dress form and load for delivery 
124  Paint Neiman Marcus dress form bases 125  Finalize construc-
tion of the closet with the contractor 126  Pack my wedding dress in 
archival box 127  Pack bags of arms, netting, tubes, and bustles 128  Pur-

chase vintage dresser and mirror and arrange delivery to gal-
lery 130  Assemble sewing box, tool caddie, Windex, paper 

towels, nails, picture hooks, frames, paint brushes, sharpie 
markers, pliers, hammers, and scissors 131  Pick up gallery 

zines and didactic panels and deliver to gallery 132  Dust and 
clean the family trunk and arrange for its delivery to campus 

133  Wash slips and petticoats 134  Iron sheets, duvet 
cover, and pillow cases and steam all layette items and Eliz-
abeth’s dresses 135  Bag all of the Laura Ashley pillows in 
trash bags to take to gallery 136  Purchase twill tape to 
secure trunk in installation 138  Assemble all dress forms, 
garment racks, styling supplies, tools, gallery maps 139 
Assist movers in loading and unloading moving truck 140 
Arrange dress forms and platforms in gallery 141  Meet 

second trailer to load all furniture for 
delivery to gallery, load car with first 

trip of items 142  Assemble an-
tique bed and un-bag the mattress 

and box springs 143  Hang wall 
shelves for all of the shoes 

144 Dress all of the dress 
forms with assigned gar-

ments 145  Clean plat-
forms and touch-up paint 
on the platforms on site 
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147  Collaborate with exhi-
bition designer to hang di-
dactic panels and Laura 
Ashley photo montage    
148  Set lighting on tracks 
in gallery 149  Stage Laura Ashley bed area of exhibition 150  Place trunk and 
antique clothing rack, and restage closet space 151  Rearrange two of the group-
ings of garments and change out the black and blonde dress forms 153  Sort Eliz-
abeth’s dresses, hang on wire hangers, and place on clothes rack 154  Assemble 
more items for closet and load car with second trip of items 155  Meet contractor 
and unload trailer of all closet supplies 156  Assemble the closet in gallery 157 

Meet stylists and begin dress-
ing forms, switch out three forms for bet-
ter fittings 158  Design infrastructure to 
dress wedding dress with shoulder pads 
159  Dress christening gown 160  Begin 
steaming all garments 161  Transport all 
Laura Ashley dresses from Schoular Hall 
to Oak Street Hall 162  Pad out all Laura 

Ashley dresses, sewing netting and batting on the 
dress forms  163  Stuff all bras and pad out all shoulders of forms 164  Sew my wedding dress to form 
and pad out the bust 165  Hang curtain rods and layette clothing 166  Patch and paint gallery walls 167 

Make final decisions on placement of all platforms 168  Stage closet with 
items on top 170  Steam the deteriorated baby garment, mount in frame, add vi-
nyl letters, and hang in gallery 171  Pick up vinyl letters from Design Works 172 
Collaborate with Nadine Kalin to thread needles and prepare for sewing 174  Collabo-
rate with Dan Barney to add vinyl letters and hang vintage mirrors on wall 175  Collab-
orate with Dan Barney to add vinyl letters on gallery stairs 176  Sweep and clean gallery, 
pick up all trash 177  Store all rolling racks, steamers, tables, and garment bags in gal-
lery closet 178  Meet gallery staff to set all track lighting and change out broken cans 
179  Collaborate with Nadine Kalin to place vinyl letters under tulle of wedding dress 
180  Place vinyl lettering on wall behind the grouping of black dresses 181  Hang plexi 
gallery zine holder and add vinyl letters 182  Nail down baby booties on wall shelf 183 
Collaborate with Dan Barney to secure the trunk with twill tape, and add vinyl lettering 

152 Mount baby shoes to wall shelf, stuff 
1880s wedding shoes, lace 1914 boots 

146 Collaborate with exhibition designer to stage the 
galleries, making changes to design and traffic flow 

169 Collaborate 
with Dan Barney 
and Nadine Kalin 

 for being in the art making , mov-
ing all items from top to inside the 
closet, creating a hoard, going there  
in a/r/tography community 

173 Complete the stitch-
ing of the layette clothing to 
create a mapping artwork
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187 Add fun with 
text questions to back 
of three garments 

201 Receive call from university 
notifying me of the flood  
in the gallery 

204 Lead tour with 
Laura Evan’s museum 
education class 

207 Re-dress 
damaged dress 
forms

to trunk 184  Pad out black lace dress form to 
make it plus size 185  Add netting to 1850 wed-
ding dress to look like a hoop skirt 186  Stage 
vintage dresser drawers of Laura Ashley clothes 
and tuck label questions inside drawer 188 
Add final items to the closet 189  Place Laura 
Ashley hats on wall racks 190  Bag trash, final 
sweep of gallery 191  Assemble all used items 
in car to transport off site 192  Touch up any 
paint on walls and closet 193  Return unused 
pedestals, ladders, rolling racks, garment bags, 
drop cloths, and moving pads to closet 194 
Load all tools and supplies, and prepare for final 

walk through before opening 
195  Pack TFC steamers to re-
turn to Scoular Hall 196  Final 

check of all vinyl letters in gallery 197  Pick 
up the printed zines from the printer 198  Deliv-

er zines to the gallery, identify problem with printing, contact 
the printer and order rerun of order 199  Meet Blake Hampton for 

photo shoot in the gallery 200  Give Mom and Elizabeth tour of exhibition 202 
Meet with gallery administration to proceed with recovery plan 203  Check gallery 
for damage, photograph and assess objects 205  Meet the clean- up crew and check 
status of ceiling repair 206  Meet Dawn Figueroa to repair conservation problems to 
garments 208  Reposition platforms, re-steam dresses, reinstall dress forms 209 

Call Myra Walker and check on insurance claims 210  Meet with Denise Baxter and Na-
dine Kalin to discuss flood situation and liability issues 211  Meet with Mary Miller to pur-

chase food and supplies for the reception 212  Go to Celebration Events and pick up the tables 
and tablecloths for reception, deliver items to gallery 213  Unload all reception items to gallery 
214  Meet David Leggett for photo shoot of exhibition 215  Set up tables, drape tablecloths, 
set-out all serving pieces for reception 216  Pick up flower arrangement from Central Mar-
ket for reception 217  Purchase ice and load ice chests in gallery 218  Set-up and stage 

the reception 219  Meet volunteers and provide assignments for reception 220  Host the re-
ception, break down reception, clean gallery 221  Return all rentals to Celebration Events 222 

Pack de-installation tools and supplies and take to the gallery 223  Purchase storage boxes and trash bags 
for de-installation 224  Tape all of the finials on vintage clothing rack for transport  225  Pick up dolly 
for de-installation 226  Coordinate with UNT Gallery staff for loading and unloading schedule 
227  Confirm Little Guy Movers schedule 228  Load my car with de-installation supplies  
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229  Unmake Laura Ashley bed, and bag all bedding, pillows, 
pack books, and swatch books 230  Undress the Laura Ashley 

dress forms 231  Meet student workers and provide deinstallation 
assignments 232  Pile all batting, netting, bras, and padding pieces and 

bag them to return to TFC 233  Ask Dawn Figueroa to work on packing 
the 1850 damaged wedding dress in archival tissues paper and box 235 

Hang and bag all petticoats to return to TFC 236  Remove all vinyl letters from walls, stairs, pedestals, 
and platforms 237  Take down all wall panels and didactics and remove all wall mount shelves 238 

Remove and pack all framed Laura Ashley photographs from the wall 239  Ask Nadine Kalin and Dawn 
Figueroa to unpack the closet items 240  Pack bedding, tablecloths, handkerchiefs, clothing pieces, and 

baby layette items 
241  Move rolling racks 

to gallery and pack one for 
TFC and one to take items to 

my house 242  Undress all 
dress forms, locate appropriate 
hangers, and bag each dress in 
garment bags 244  Repack 
family items into antique steam-
er trunk 245  Ask Nadine Kalin 
to unthread all of the “mapping” 
baby clothes 246  Pack the baby clothes, and dismantle the curtain 
rods on wall 247  Pack all of the shoes into their shoe boxes 248 
Pack the pitcher and bowl and load in car 249  Pack all of the clothes 
in the dresser 250  Pack the shadow box 251  Take the bed frame 
apart, and place the mattress and box springs into industrial bags 
252  Meet Dan Rinehart to 
begin the disassembly of 
the closet, load all of the 
walls, and shelves into his 
truck 253  Ask Dan to dis-
assemble the wall curtain 
rods, remove wall mounts 
254  Transport all items 
out of second level to the 
first level of the gallery 
255  Organize three areas 
for pick up (Items going to 

234 Undress the ball gowns, re-
move infrastructure stitches, and 
remove all batting and petticoats 

243 Load car with keepsake 
items: baskets, bassinets, baby 
buggy, Moses baskets, dollhouse, 
all breakable items, Laura Ashley 
photographs, vintage baby clothes 
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273 Unpack and put away all of 
my personal items in exhibition 

CVAD, items going to TFC, and items going to my house) 256  Meet the Lit-
tle Guy movers and oversee the removal of all dress forms, platforms, rolling 
racks, and installation supplies, and steamers 257  Patch all holes in walls 
258  Bag all of the didactic panels 259  Bag vintage baby bassinet 260 
Paint all of the patched holes in gallery walls 261  Sweep and mop gallery 
floors 262  Clean and organize all supplies in gallery closet, make sure every-
thing is returned according to photographed requirements 263  Pack all tool 
and sewing kits 264  Repack Genie’s wedding dress in archival storage box 
265  Return all platforms to College of Visual Arts and Design loading dock 
266  Remove zine plastic wall holder, patch, and paint wall 267  Pack the 
closet door and load coat rack, vintage table, bed, dresser, laundry baskets, 
racks, planters, hangers, 12 bags of material items, curtain rods, and all 

last supplies onto horse trailer 268  Load car with bassi-
net, Genie’s dress, birdcage, enamelware items, hat 
rack, shoes, and batting 269  Final walk through of 
gallery, lock gallery, return gallery keys 270  Meet 
volunteers at my house to unload the trailer of 
oversized items 271  Return vintage clothing 
rack to Rebecca Avant in Fort Worth 272 
Draft and send appreciation letter for all ad-
ministrators, faculty, staff, volunteers, and 
donors for their support of the exhibi-
tion 274  Wash, iron, and fold all of my 
textiles for storage 275  Reconcile 
and submit all receipts from exhibi-
tion expenses  •

317  



106 | Interlude  THE ExHIBITION PUNCH LIST

Liminal Learning

Completing the punch list allowed me to dwell in curatori-
al spaces as liminal spaces (Irwin, 2013; Irwin, Springgay, & 
de Cosson, 2008).  It was only after the exhibition was over, 
I began to recognize my liminal learning was just begin-
ning. The punch list represents what I already knew about 
curating, what I brought to the experience. I began to 
wonder about the possibilities of what I still didn’t know af-
ter the curating was completed.  The word “liminal” comes 
from the Latin word limens, meaning threshold, a thresh-
old of waiting, transition, or not knowing. Liminal spaces 
are spaces between an inciting incident and its resolution.  
They are often periods of discomfort and transformation. 
Liminal spaces “offer ways for individuals to understand 
their own strangeness, their own liminal spaces of expe-
rience” (Irwin, 2007, p. 1402). It is in the liminal spaces 
we begin to learn and ask “are we ready to answer our 
longing for deeper meaning making, to answer our need 
to work, create and care?” (Irwin, 2007, p. 1403).  In arts-
based inquiries, “researchers are immersed in a journey of 
discovery, of learning about themselves as well as learning 
about themselves in relationship to others” (Sinner, Leggo, 
Irwin, Gouzouasis, & Grauer, 2006, p. 1242).  But what if 
you don’t have someone to share the journey with?  What 
becomes of our collections and recollections if we don’t 
hand them down to others? 

Dress Story
Black taffeta and 

organza dress with 
red velvet roses and 

matching belt, c. 1965

My great-aunt, Rachael 
Dodge Utz was a beautiful 

seamstress and she made 
most of her own clothing.  

When I was in my twenties, 
and Rachael was in her 

eighties, she packed her 
home to move into a care 

facility.  She made decisions 
about what to keep, what to 
give to family members and 

what to discard.  Rachael 
never had any children.  

This wonderful dress with 
fuzzy red roses forces me to 
think what happens to your 
clothes when you are gone 

if you don’t have children to 
pass them down to?  Who 

will hold your memories 
and tell your stories?  I won-

der if I didn’t keep this dress 
what would be left of Aunt 

Rachael’s life in clothes?  

Figure 108
Who  Wi l l  Hol d  You r  M e mor i e s?
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Turning Thresholds

I take turns between the things I collect of mine and 
the things I hold for others.  Curators traditionally care 
for other people’s things. But this inquiry is not only an 
exhibition of other people’s things.  I am implicated in 
the borders between my possessions. Rogoff (2010) re-
minds readers, “[i]n a turn, we turn away from something 
or towards or around something and it is we who are in 
movement, rather than it” (p. 42, italics in the original). 
I am the movement.  I am the turning. In the turning 
movements, I turn back, turn towards, turn away, and 
return to reconnect.  Sheikh (2011) describes turning in 
the following:

Surely, then, the pedagogical, or educational, turn 

is, at best, an attempt to reconnect these processes, 

to recover what’s been lost and, at its most ambi-

tious, it becomes an attempt to redirect these pro-

cesses towards a new self-reflexivity, a new auto-cri-

tique, even towards a new potential of  ‘publicness’, 

and a renewal of how ‘publics’ are conceived and 

produced. (p. 68)

Further, Wilson and O’Neill (2010) suggest a turn may 
pertain to a process of change, a movement, a flux, a 
shifting of territories, a path, a conversion, or a reversal.   
For me, I see the curatorial turn, leading to a creative 
path, moving over a theoretical terrain, comprising a 
pedagogical geography.   

Dress Story
White leather wed-
ding slippers with 
leather bow and low 
curved heels, c. 1880

My mother told me many 
items from the family trunk 
were lost over the years 
because Cora Miller Whit-
son and Helen Whitson 
Mahnerd shared them with 
their friends for theater 
productions and fashion 
shows. I think it’s interesting 
these shoes survived despite 
the fact that Cora’s wedding 
dress did not.  I imagine 
Cora’s friends borrowing 
her wedding shoes and the 
roles they played in them.  
But even more, I like the 
idea of visitors borrowing 
from me.  What might they 
borrow from my collections 
and from the Dress Stories 
exhibition, if only to think 
about their own things 
differently?

Figure 109
T h i n gs  R et u r n e d
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C/a/r/tographies of Becoming

A/r/tography invites deeply reflexive interpretations, un-
certainties, and tensions residing in the spaces between 
and betwixt who we are and what we do in our practices 
as artists, researchers, and teachers.  Irwin (2004) de-
scribes the double dashes in the writing of “a/r/togra-
phy” as a way of visioning the roles of artist, teacher, and 
researcher and as a way of uniting identities and practices 
in ways that surface tensioned possibilities in this method-
ology.  In my inquiry I propose the adding of yet a letter 
and dash in the a/r/tography acronym to create another 
way to integrate the roles in my personal and professional 
life.  Subsequently, I add a “c” for “curator” beside and be-
tween the slashes of “a/r/tography” to create the acronym 

“c/a/r/tography” where curator/artist/researcher/teacher 
identities converge and diverge, and may be mapped 
in my re-presentations of self and practice (McCartney, 
2011, 2014, 2015).  It is these cartographies of becoming 
(Irwin, 2013; Masny, 2013) I seek to render in creative ways, 
where I might actually map a cartography of and for a/r/
tography. Yaeger (1996) describes autocartography as a 
narrative and themed space to consider our geographies 
of identity. What does it mean for me being in a/r/togra-
phy, as c/a/r/tography? Gordon (1980) suggests maps 
be transformed “from an instrument of measurement to 
an instrument of inquiry becoming finally an instrument 
of examination” (p. 74). How do I set about planning the 
journey of where I want to go?  How might I begin to chart 
a path as I seek new routes, and will new routes lead to 
life changing experiences?  “What you chart is already 
where you’ve been.  But where we are going, there is 
no chart yet,” (Audre Lorde as cited in Friedman, 1998, 
p. 3).  In order to understand identity and place, I would 

Dress Story
Kate Greenway, pink 

cotton printed floral 
dress with white lace 

collar, c. 1970

This Kate Greenway dress 
was the most expensive 

designer dress I owned as 
a child.  My uncle, Eric  

Mahnerd and his first wife, 
Pam gave it to me as a gift 

when I was born.  I hung 
this dress on Elizabeth’s 

nursery wall when she was 
born.  I hoped she would 

eventually come home from 
the hospital and wear it.  I’ ll 

never forget the day I moved 
it from her wall as a decora-

tion to her closet to be worn.  
My mother had my picture 

taken in the dress and de-
cades later, I had Elizabeth’s 

picture taken in it.   I like 
the idea of us sharing pretty 

common threads.

Figure 110 
To  B e  Wor n
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have to become displaced in my geographies (McDowell, 
1999).  A map is not a tracing (Delueze & Guattari, 1987; 
Irwin, 2013; Masney, 2013).  A map “is about experimen-
tation: altering, reversing, modifying, among individuals 
and groups, across time and space” (Irwin, 2013, p. 211). 
A map is open and connectable, with multiple entryways, 
the map has to do with performance.  “It can be drawn on 
a wall, conceived as a work of art, constructed as a political 
action or as a meditation” (Deleuze & Guattari, 1987, p. 12). 
In that sense, the Dress Stories exhibition itself becomes 
a map, open, and connectable, with multiple entryways, 
and having to do with performance. The renderings of the 
exhibition become traces, and I put the tracing on the map 
(Masny, 2013) in my traveling towards becoming-curator.

A Traveler’s Tale

Like Ricketts and Snowber (2013), I trace and transverse 
the footsteps of my expeditions and seek courage to cre-
ate meaning out of critical incidents in the journeying of 
my life—a journey with twists, turns, and curves along the 
way.  I had to cultivate spaces to be vulnerable between 
my public and private spaces, and to deeply consider 
what might be the provisional results of my praxis. “A/r/
tography is a process, and not a product” (Pryer, 2004, 
p. 202), where understandings are more important than 
findings, and where getting found means getting lost. An 
artistic cartography, or creative cartography maps con-
nections and possibilities seeking what it lost and contex-
tualizing what is found along the way.

In rendering “c/a/r/tography,” I discovered opportunities 
for curating exegesis. “An exegesis is a critical explana-
tion of the meaning within a work” (Irwin & Springgay, 

2008, p. xxix). It is a contextualization of the work. I was 
not only interested in the contextuality, but the intertex-
tuality of doing and undoing curating, collecting, living 
inquiry, identity, curriculum, pedagogy, and getting lost 
and found. The design of my inquiry allowed for the 
doing and undoing and for getting lost in the in-between 
spaces.  Sullivan (2006) reminds readers:

If  the challenge is to chart new roads that will help 

us understand the complex worlds we live in then 

there is little to be gained by merely following 

paths mapped by others.  The task is to vision anew 

what is possible, but in a way that allows others to 

share the view. (p. 33)

Clandinin and Connelly (2000) describe a three-di-
mensional inquiry space where text looks backwards, 
forward, inward, and outward and situates meaning 
within contexts. Might this three-dimensional space be 
akin to the “thirdness” or “third world” of being in the 
borderlands of knowing, of “re-thinking, re-living, and 
re-making?” (Irwin & de Cosson, 2004, p. 29). Irwin and 
de Cosson (2004) suggest “[t]here are spaces between 
and spaces between the in-between” (p. 31). These 
spaces are not predetermined pathways. Andreasen 
and Larsen (2011) describe the “being-in-process” (p. 
29) of curating as an in-betweenness, a borderland. 

Listening for Rhizovocality

Inna Semestsky (2006) defines rhizovocality as “per-
formative utterances that consist of unfolding and 
irrupting threads” (p. xii).  The inquiry invites listening 
for these utterances stitched within the threads.  The 
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interconnectedness within the spaces of my knowing 
and clothing collections take rhizomatic forms, where 

“routes produce roots and routes return to roots” (Fried-
man, 1998, p. 178). Gannon and Davies (2007) suggest, 

“[t]hought modeled on the rhizome links unexpected 
texts and events to make surprising new connections 
and unpredictable, unpredictable insights” (p. 87). The 
rhizoanalitical work of Deleuze and Guattari (1987) 
invites poststructuralists to avoid chronological, linear 
lines in favor of paths that cross, and circle back around, 
like branching tree roots, or “lines of flight” (p. 3). Irwin, 
Beer, Springgay and Grauer (2006) describe rhizomes 
as interstitial spaces with no beginnings or endings, but 
as always becoming, as being open to transformations, 
where rhizomes create interconnected networks with 
multiple entry points. Deleuze and Guattari  (1987) as-
sert a rhizome is always in the middle, between things,  
an intermezzo. The Dress Stories exhibition occurred in 
the middle, as an intermezzo, and I proceed from the 
middle in my coming and going in becoming.  In the 
middle, I began to pick up speed as I began to make 
my maps. Irwin (2013) says, 

Becoming a/r/tography  is made up of  lines of  fl ight, 

some mapped, some yet to be mapped, carrying 

us across many thresholds of  liminality towards 

an as yet unforeseeable becoming-intensity, be-

coming-event, and becoming-movement .” (p. 212, 

italics in the original) 

I search for interstitial spaces and multiple entry points 
in my inquiry and make surprising curatorial, curricular, 
and pedagogical connections in my becoming. In fact, 
the dissertation is the story I tell of my search, a travel 

story, situated along my personal borders and contact 
zones. The contact zones include my own habitus, a 
body without organs (Deleuze & Guattari, 1987), and 
my clothing, which is also a body without organs, both 
of which were ruptured in and into the inquiry.  Deleuze 
and Guattari (1987) caution, “A rhizome may be broken, 
shattered, at a given spot, but will start up again on one 
of its old lines, or on new lines” (p. 9).  Elizabeth’s birth 
story was a rupture leading me into the inquiry, and cu-
rating Dress Stories, was a rupture into the inquiry, but 
I still had to unfold the ruptures of my becoming. In an 
inquiry full of fabric and stories, visual metaphors and 
cartographies help me become unfolded.

Folding and Unfolding Maps

Folds are powerful (Deleuze & Guattari, 1987; Semetsky, 
2006, 2013).  In a/r/tography, researchers may locate 
opportunities to trouble the folding and unfolding of 
inquiry. “A/r/tography is a process of unfolding art and 
text together” (Irwin & Springgay, 2008, p. xxvi).  Se-
metsky (2013) weaves together notions of fold, being as 
a fold, being unfolded, becoming enfolded, and being 
implicated in the folds of being to construct cartograph-
ic maps to unknown territories. Moreover, “the fold 
is important to a/r/tography as it suggests an infinite 
number of undulating entities unable to be separated 
into parts: in fact, through un/folding more folding may 
result” (Irwin & Springgay, 2008, p. xxvii). I want to be 
implicated in the folds of being and becoming to trans-
form self-understanding and practices as curator, artist, 
researcher, and teacher.  In folding and unfolding, I can 
map becoming curator more deeply.
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Maps re-turn me to my understandings of packing and 
(un)packing, and how I take my baggage with me as I 
travel, as I leave my current locations in search of new 
ones. I think about the maps I have made as a curator, 
maps for specific galleries, indicating where platforms, 
pedestals, shelves, and stations will be placed, where 
artifacts will be installed, where didactics will be hung.  
These maps reveal how visitors will move through the 
physical spaces in and around the artifacts on view. I 
think about the gallery maps I created as a curator 
of education, assisting visitors in their movements, 

guiding their interpretations, inviting their participa-
tion, posing questions, and listening for responses. I 
was a map maker in my past. And now, I search for 
how I might visualize my research as being-cartogra-
phy. When planning a research journey, maps help you 
anticipate turns (Gray & Malins, 2004). When I return 
to the Dress Stories punch list, I realize it is a map, but 
a map of only part of the journey of my inquiry. The 
inquiry was on-going and required more folding and 
unfolding. In folding and unfolding my rhizomatic maps, 
I pack and unpack curating and collecting along my 

Dress Story

I wore this dress as the chair-
person for a fundraiser gala 
for my children’s preschool a 
few years ago.  In order for my 
children to attend the school, I 
had to barter for their tuition.  
In exchange for the cost of 
their early childhood education, 
I served as a development 
consultant for the school for 
four years.  It was a struggle to 
balance graduate school, being 
a stay-at-home mom, and 

working part time.  This little 
black dress, was not so little 
for me.  It was the first evening 
gown I ever purchased in the 

“woman’s” department (the sec-
tion of the store for larger sized 
women). But even more than 
the plus size number printed 
into the neck of the dress was 
the extra weight I carried when 
I wore it. Every time I see this 
dress, I remember how hard it 
was trying to balance so many 
facets of my life at once. 

Figure 111 
My Not So Little Black Dress

Adrianna Papell WOMAN black lace dress with  
capped sleeves and black satin belt, 2009
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journey towards enhanced awareness of self and prac-
tice.  “A/r/tography is a continually renewed community 
practice of teaching and learning, almost like an on-go-
ing map, one with several layers and points of view, one 
with constant differentiation and coordination” (Wiebe, 
Sameshima, Irwin, Leggo, Gouzouasis, & Grauer, 2007, 
p. 267).   These points of view can come together in a 
crossroads of our professional and private lives, folding 
and unfolding in rhizomatic ways.  Carter (2013) states, 

[t]o be crossroads means to continually be/coming 

by: seeking to recognize and allow for the shifting of 

directions, taking time for deep moments of reflection, 

being attentive to surroundings and being open to 

new considerations or versions of oneself. (p.14)

I found myself at a crossroads within the Dress Stories 
exhibition.  I realized I wanted to curate the shifting 
directions of my research and consider folding and 
unfolding the shifts through my a/r/tographical render-
ings in the exhibition space.

 I wanted to think about what I might make in and out of 
this work.  I am not a sewer or a dress maker.  The cloth-
ing I exhibit in Dress Stories was made by others, so my 
folding and unfolding became more metaphorical in 
the inquiry.  I appreciate the ways Barney (2009) worked 
with students to create clothing as art that altered their 
performativity. Not being a seamstress, I had to search 
for ways I might practice making different kinds of maps 
as a curator, artist, researcher, and teacher.  How would I 
render the inquiry, what would I make by hand?

Rendering Crossroads

Mindy Carter (2013) suggests in dwelling in the in-be-
tween spaces in a/r/tography, and journeying into the 
borderlands of identity construction, researchers might 
embark on becoming a crossroads. The exhibition was 
actually designed around a/r/tographic renderings as 
an illustrative process inviting visitors into relational 
borderland spaces, where methodology and theory 
informed the curating. Large didactic panels mounted 
on the gallery walls described each rendering and of-
fered deeper understandings of my curatorial journey 
of becoming. The a/r/tography is enacted through six 
renderings: contiguity, living inquiry, openings, met-
aphor/metonymy, reverberations, and excess (Irwin 
& Springgay, 2008).  A/r/tographers may create ad-
ditional renderings for their inquiries (Dias, 2006, pp. 
121-122) and I added my own renderings of curiosities, 
mappings, performativity, dwelling, and veiling and un/
veiling in the exhibition. To be engaged in a/r/togra-
phy, requires an interconnected process of encounter, 
where art and text are rendered in meaningful ways, 
weaving process, practice and product together.  The 
Dress Story didactic panels are my becoming cross-
roads marking the turns.  As I planned the exhibition 
around my a/r/tographical renderings, I was perform-
ing as a curator as artist, as a c/a/r/tographer making 
the exhibition come to life. On the pages that follow, 
readers are invited to travel into the Dress Stories exhi-
bition space, in text from the gallery ways and images 
in the third spaces, to dwell in my curatorial crossroads 
and to take the turns.
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Dress Story

My mother-in-law, Genie 
McCartney wanted a 
modern slim skirt with 
a flowing attached train 
for her wedding dress.  
Genie was set to order 
a designer dress just 
days before her fiancé, 
Donald Ray McCartney 
informed her that his 
mother, Velva McCartney 
really wanted to make 
Genie’s wedding dress 
for her in her small town 
of Wilburton, Oklahoma. 
Nervously Genie agreed 
to let Velva sew her dress.  

Genie made a sketch on 
a paper napkin based on 
a couture dress she had 
selected at the downtown 
Dallas Neiman Marcus 
store. All of the fabric 
and lace was ordered 
from Paris and shipped to 
Oklahoma. Genie was so 
relieved when the dress 
came out to her exact 
specifications. It fit Genie 
perfectly. Velva’s handi-
work was exquisite. Genie 
could have purchased any 
dress she wanted for her 
wedding, but the dress 
Velva sewed for Genie 
was priceless.  

Figure 112 
M a de  by  H a n d

Ivory silk satin and organza wedding dress 
with silk l ace ,  sewn by Velva McCartney,  1961
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Into the Exhibition
Label: Contiguity

Contiguous objects are touching, meeting, or joining at 
the surface or border, close together in an interwoven 
relationship.  To allow for contiguity is to invite a contin-
uous unbroken series, where art and graphy, between 
artform and text. The clothing I display and the writing 
I offer in the exhibition are products of my contiguous 
life as curator, artist, researcher, and teacher. 

All of the clothing in the exhibition is contiguous, en-
acted in relation to the others. Three graduation dress-
es are not only positioned close together, but reveal an 
unbroken family story in cloth.  

My great-grandmother, Helen’s 1910 graduation dress 
was one of the first things placed in our family trunk, 
and as such it lies adjacent to the clothing that was sub-
sequently stored and saved.  My 1989 graduation dress 
adjoins with Helen’s as a reminder of our lived spaces 
between childhood and adulthood.  My daughter, Eliz-
abeth’s 2010 kindergarten graduation dress was worn 
when she completed her early childhood development.  

At first glance, the three dresses are especially feminine 
in their silhouette, stitching, and floral patterns that 
perpetuate gender roles and social attitudes about how 
women should dress, but at second glance, they also 
mark the tensions from each girl’s past, present, and 
future. Graduation dresses are worn as an ending to a 
course of study, marking a completion.  But how might 
these graduation dresses be opened-up as a beginning 
into the borders of my collecting? 

The items in the trunk are literally contiguous as they 
are folded and stacked on top of each other. I create 
contiguous borders in my dresser drawers, laundry 
hampers, clothes baskets, storage tubs, and closet 
shelves as well.  Together, when the entirety of my 
clothing collection is touching, they render a meeting 
of material, a comprehensive story of ties that bind.
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Figure 114
Gr a duat i n g  Gown s

Figure 113
Con t igu i t y  Clot h e s
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Label: Living Inquiry

Understanding my research as living practice, allows 
my research questions to permeate my collections. 
The clothing in the exhibition reveals my personal and 
social experiences of living as curator, artist, researcher, 
and teacher. Living inquiry is an embodied encounter.  I 
have lived in these clothes.  They connect to my child-
hood, schooling, professional identity, presentation of 
self, dress as ritual, dress as identity, dress and culture, 
conformity and difference, dress and sexuality, dress 
and our mothers and daughters, body size and body 
image, material culture, power relations, aging, and 
mortality.  Within every woman’s autobiography, dress-
es are in use, dresses are embodied, and dresses are 
worn. The dresses installed in this exhibition, are not 
just any dresses, they are the dresses that cumulatively 
tell me of my daily life.  

I can map the trajectory from my infancy to adulthood 
in clothes. I wore this baby gown in 1970 for my bap-
tism.  It originally belonged to my grandfather, Alson 
Mahnerd, born in 1914. My brother wore it for his 
baptism in 1968.  My daughter wore the dress for her 
baptism in 2004. My son wore it for his baptism in 2005. 

My mother, Paula Utz received her navy wool suit from 
my dad for a Christmas gift in 1964.  As long as I can 
remember this suit has been significant to my mother, 
marking her need to archive special clothing. It was not 
a professional ensemble she wore for work as a teacher, 
but rather it was her best outfit for social occasions.  I 
think I unconsciously selected a navy suit when I curat-
ed Suiting the Modern Woman in 1997 as part of my 

master’s thesis and needed a “dress for success” suit 
to wear to the opening reception. I wore my navy suit 
to the opening of the exhibit to meet Valerie Steele, I 
wore it to interview for my first curator position, and I 
wore it as combat gear in an attempt to power dress. 

Like my mother, I cannot imagine my navy suit not 
hanging in the back of my closet.  These dresses aes-
thetically tell a part of the story of my life in clothes, but 
what is missing?  Where do my Camp Fire Girls Uni-
form, Easter dresses, high school letter sweater, college 
sweatshirts, favorite T-shirts, sorority jersey, bathrobe, 
academic gown, maternity clothes, nursing bras, linge-
rie, sweat suits, skinny jeans, fat clothes, and outerwear 
fit into my living inquiry?  How many other narratives 
are stuffed in our closets, our dressers, and our memo-
ries?
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Figure 115
I n  B a p t i s m

Figure 116
Su i t i n g  U s
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Label: Metaphor/Metonymy

Metaphors allow for deeper meaning making. Metaphors 
about shoes and our movements in shoes are placed on 
the gallery walls calling visitors to become aware of their 
steps.  In addition to clothing, shoes provide pathways to 
narrative inquiry. Shoes are the items which most authen-
tically signify their wearers.  The wearer is ever present, 
and the shoes literally stand on their own for what is gone 
when the wearer takes them off. Metonymy is the use 
of the name of one thing for that of another associated 
with or suggested by it.  Shoes are metonymic reminding 
me of the people who once wore them. The gallery is 
metonymic as a space that allows me to think about my 
curating. And as you turn the corner, the stairs become 
metonymic as an entrance into the vulnerable installation 
below, asking, “Are your shoes made for walking?”

Stepping back to consider the shoes in the exhibition, I 
appreciate metaphors of walking.  In the case of our 
shoes,	we	can	take	our	first	steps	into	self-study	and	inter-
rogate what our shoes evoke and what they say about us.  
My early conceptions for the exhibition actually began 
with	my	daughter’s	first	pair	of	shoes.	The	tiny	crocheted	
baby booties were only worn for a brief moment, and 
yet they are an essential metaphor for taking curatorial 
turns	and	my	first	small	steps	into	a/r/tography.	I	place	
Elizabeth’s shoes next to my baby shoes in the exhibit to 
render metaphors of mother and daughter walking side 
by	side,	walking	in	each	other’s	shoes,	and	taking	first	
steps together. 

Shoes	are	difficult	to	preserve	because	they	show	wear	
and tear and the actual embodiment of their wearer.  

Often the shoes that survive over time are those not worn 
frequently, but rarely or never at all. I include a selection 
of wedding shoes in the exhibition, shoes that were worn 
for one occasion, and I imagine the walks down the aisle 
for the women in my family who wore them. My wedding 
shoes stand beside and between my great-great-grand-
mother, Cora Whitson’s wedding shoes and my mother-
in-law, Genie McCartney’s wedding shoes and we are 
threaded	together	in	a	way.		And	finally	I	include	teacher	
shoes in the installation.  I juxtapose the worn leather 
lace-up boots my great-grandmother, Helen wore as a 
teacher in 1910 with the sensible shoes I was wearing 
in 2003 on my last day as a teacher in my art classroom, 
when Elizabeth came so early.  Each of these shoes meta-
phorically and metonymically invites us to turn a corner in 
our walking into the gallery space. 

Figure 117
F i r st  St e p s
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Figure 118
H e r e  Co m e s  t h e  B r i de

Figure 119
A  Pe dago gy  of  S hoe s
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Label: Openings

Openings offer new understandings and possibilities. 
Openings may be found in spaces we keep hidden 
from view.  Openings may rupture or disrupt us in 
evocative and emotional ways. Openings allow us to 
share in conversation what has been learned and what 
is known that was not known before.  

When Elizabeth was born so early, and unable to wear 
clothes, I became consumed with the anticipation 
of dressing my daughter. As soon as she could start 
to wear clothes, my priority was keeping up the ap-
pearance that she was healthy and like other children 
through the clothes she wore in public.  I paid great 
attention to the performative act of dressing Elizabeth, 
making sure everything was ironed, immaculate, and 
well cared for. I spent what little money we had sched-
uling formal portraits of Elizabeth in her fancy dresses 
to document her growth and her pretty clothes. I derive 
great pleasure and reward in attending to her appear-
ance, which is in part a social and cultural construction 
of her gender and femininity, and of mine as her mother. 

I realize now, I live a curatorial life.  I am actually curat-
ing Elizabeth’s appearance, and this exhibit is curating 
me.  The same clothes that make Elizabeth a pretty 
little girl make me a good mother.  My body changed 
since becoming a mother, and the act of dressing me 
in not nearly as rewarding as the act of dressing Eliza-
beth anymore. I have new understanding of the ways I 
over-compensate in my attention to Elizabeth’s clothing.  
For so long in her young life we did not know whether 
she would survive or have severe disabilities, that when 

she healed, I devoted myself to focusing all of my at-
tention on her every need.   My need to dress Elizabeth 
well is a priority, a priority shared by my mother-in-law 
who generously purchased the majority of Elizabeth’s 
beautiful dresses. Elizabeth continues to delight in 
playing dress up, in shopping for clothes, and in wear-
ing the special outfits selected for her. She has yet to 
intervene in the process or assert her own dress iden-
tity.  I have to prepare for the day that her dress stories 
may be different than mine. 

The dresses exhibited here represent only a small 
portion of her collection of fancy dresses.  Behind 
the dress forms, I rack up even more of her collection.  
Elizabeth’s dresses provide openings for me to think 
about the ways I put my daughter and her dresses 
on display and how that will inform her lifelong atti-
tudes about dress and dressing.  This re-turns me to 
my great-grandmother’s trunk as I consider what will 
I teach my daughter about collecting and curating, 
about keeping and hoarding, and about her identity in 
a life lived in clothes?  What will happen if Elizabeth re-
sists the curating and the keeping?  Will this stop being 
a collection?  What stories will Elizabeth tell and how 
will she curate her life?
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Figure 120
K e e pi n g  H e r  i n  Clot h e s

Figure 121
Daugh t e r  Dr e s s i n g
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Figure 122
R ack i n g  ' E m  U p

Figure 123
On  H a n ge r s
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Figure 124
N ot e s  on  a  S a s h
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Label: Reverberations

Reverberations are movements forcing a shift in our 
understanding. Reverberations actively move us deeper 
into meanings. The little black dresses in this section 
undulate and pulse with meaning for me.  Black dress-
es have power behind them symbolizing sexiness and 
adulthood. Our culture seems obsessed with black 
clothes and their ongoing movement of time. Here I 
address the power of black, a black that hits me like a 
blow. After childbirth, the borders of my body became 
leaky as it bled and lactated. The connection between 
fabric and flesh allows for our performativity and en-
actment of our practice as art educators and to make 
narrative changes in our body dressing, or habitus.  I 
explore my black clothing as habitus or surrogate as 
the dresses are very private and visceral, indicating 
power dressing of a different sort.  

My relationship to my clothes and within my clothes 
was markedly different after the birth of my daughter.  
The thirty-seven staples pounded into my abdomen 
during my emergency caesarian delivery caused my 
body to forever change. I found myself no longer wear-
ing sexy black dresses, but wearing hospital gowns, 
scrubs, and sweat suits to perform motherhood.  I 
dressed for my daughter’s success, rather than my own.  
I was not prepared to dress for my new work or for the 
ways my maternal clothes would shape my art educa-
tor identity construction.  I have never lost the physical 
weight I gained during pregnancy, nor have I released 
the weight I carry blaming my body for my daughter’s 
early arrival and special needs.  My body changed, my 
performativity changed, and my body still leaks. These 

dresses are visualizations of my body-image, body-size, 
feelings, aspirations, attitudes, and thoughts of how I 
have been changed and moved through my life events. 

While all of the dresses in the exhibit are meaningful 
to me, they don’t fit me anymore. I am holding on to a 
former image of myself.  This forces me to wonder, is 
curating always nostalgic?  What are the clothes of my 
current curator wardrobe? When I first conceptualized 
the exhibition, I did not originally include any of the 
plus sized clothing I wear today.  But then I realized I 
couldn’t romanticize the realities of my living. I decided 
to add two dresses that fit me now. I no longer think of 
my clothing as only surrogate, but as a reminder of who 
I really am in my clothes. The empty dress form in the 
gallery reverberates, repels, re-echoes, and resounds 
as a calling for the clothes I will continue to collect and 
the stories waiting to be told. 
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Figure 125
Co m i n g  U p  Ros e s

Figure 126
S howi n g  You r  S k i n

Figure 127
Wo m a n ’s  We a r
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Label: Excess

What do we do with extra things that don’t fit?  In plan-
ning the exhibition, I worked to reconcile the excess 
that remained after the dresses had been selected and 
the installation planned. These items worked against 
traditional curatorial practice and exhibition design, but 
I felt uncertain about subverting them or editing them 
from my dress stories. Instead, I decided to explore 
them differently and to reimagine a way to install them 
in the exhibition.  

I designed a closet, resembling the space where the 
vast amount of my collecting is often hidden from view. 
Behind closed doors, my hoarding becomes relational.  
The private closet becomes a public cabinet of curios-
ities for visitors to explore.  Disparate objects become 
conceptual objects united in their materiality. While 
these material items were once seemingly unimport-
ant and empty, they have shifted to become a central 
opening in the exhibition for me to question my col-
lecting and curating.  I like the tension located between 
the formal Laura Ashley dwelling in the gallery and this 
closet of curiosities, as they both tell me about myself. 

Piled to the top, the closet of curiosities forces us 
to wonder can we have too much stuff--My College 
Formals, Laura Ashley dresses, Mother’s College For-
mals, Grandpa’s Eagle Scout Badges, My High School 
Letter Sweater, Grammy’s Nightgowns, My Hospital 
Gown, Mother’s Bridesmaid Dresses, My Bridesmaid 
Dresses, My Academic Robe, My Bathrobe, My Honey-
moon Robe, Clothes from the Trunk, Concert T-Shirts, 
School Sweatshirt, Painting Clothes, Quilts, Comforters, 

Hankies, Tablecloths, Sheets, Napkins, Elizabeth’s Baby 
Diapers, Baby Shoes, Baby Bibs, Gloves & Mittens, 
Hats, Baby Blankets, Donna’s Laundry Basket, Grand-
mother Thayer’s Laundry Basket, Helen’s Suitcase, My 
Childhood Dollhouse, Petticoats, Baby Buggy, Parasol 
from the Trunk, Shirt I Wore When I First Held Elizabeth, 
Scrubs Brent Wore in the Hospital, Aprons, Baby Bas-
sinet, My Sorority Jersey, Knitting Needles, Mom’s Ice 
Skates, Grandma Thayer’s Washboard, Vintage Clothes-
pins, Laura Ashley Dressing Room Curtains, Infant Scale, 
My Sweat Suit, Elizabeth’s Hand-Me-Downs, Needle-
point Pillow, Linens from the Trunk, Velvet Cape from 
Aunt Terri, Embroidery Sampler, Mother’s Doll, and 
Elizabeth’s Dress Up Clothes?

Figure 128
I n  t h e  Clos et
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Figure 130
H a ppi n e s s  I s …

Figure 129
Ope n i n g  t h e  D o or
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Figure 131
Pi l e d  to  t h e  Top
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Figure 132
Mor e  i s  Mor e

Figure 133
Hoa r di n g  at  Ho m e
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Label: Curiosities

Cabinets of curiosities, or wunderkammers, were 
common in Europe in the 16th century.  These col-
lections of strange, wonderful, rare, and curios ob-
jects were designed to create a picture of the world 
at the time. Cabinets of curiosities were precursors 
of early museums, filled with items collectors found 
interesting.  In America, Charles Wilson Peale’s curi-
osities reflected his interest in collecting and curat-
ing and eventually led to the first private museum in 
the United States.  

People collect and save things, all types of things. 
In my family, our curiosities were collected in old 
steamer trunk, belonging to Helen Whitson (my 
great-grandmother).  Helen began to collect material 
items in this 1910 green trunk, saving special dress-
es, shoes, hats, gloves, linens, and evidence of her 
life.  As a young girl, my mother would play dress-up 
in Helen’s attic, trying on the clothes while listening 
to the stories of their original owners.  The trunk was 
stored in attics, garages, and on back porches, and 
stood silent as a record in its detail and triviality.  The 
trunk was rarely opened, but I was fully aware of its 
contents, and I heard its call to me to continue our 
family’s obsession with collecting our clothing. My 
mother became the owner of the trunk in 1972, and 
forty years later, she passed the trunk on to me. 

The trunk is filled space.  Its edges between clutter 
and hoarding are unclear to me.  There are lots of 
reasons people collect items.  For me, collecting 
clothing was an assumed role I inherited from the 

women in my family, and most likely led to my inter-
est in working with costume and curating. Does this 
amazing trunk of junk afford me pleasure in its clutter, 
or is it a burden I hoard?  Hoarding is not about the 
number of possessions collected, but rather the 
management of possessions and its effects on their 
owner. It is the effects that are significant as I render 
my own curiosities. What is the difference between 
owning a photograph of my great-grandmother wear-
ing a dress in 1910, and owning the actual garment? 
Having the item itself, allows me to run my hand 
over the stitches, to trace the lace, to smell it, to feel 
it, and even to wear it. I would like to reside in these 
tensions and consider what saving things means to 
me, forcing me to no longer avoid the stuff I collect.
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Figure 134
E d ge s  b et we e n  Clu t t e r

Figure 135
Stor age  S olu t ion s
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Label: Mapping

As a curator, a collector, and border dweller living as 
artist/researcher/teacher, I seek to connect and discov-
er a borderland where I might add a “c” for “curator” 
beside and between the slashes of “a/r/tography” to 
create another acronym “c/a/r/tography” where cura-
tor/artist/researcher/teacher identities might converge 
and diverge in my re-presentations of self and practice.  
My mapping literally threads clothing together, and 
as my past and present are stitched together from my 
great-grandmother, Helen’s spools of thread. 

We instinctually make maps; maps that we hope will 
keep us recognizable should we ever need to re-
member ourselves. Poststructural mapping avoids 
chronological, linear lines in favor of paths that cross, 
and circle back around, like branching tree roots, or 
a rhizome.  Rhizomes have no beginnings or endings, 
but are always becoming, as being open to transfor-
mations, where rhizomes create interconnected net-
works with multiple entry points.  Curating modeled 
on rhizomes might link unexpected texts and events to 
make surprising new connections and unpredictable 
insights.  For me, those insights were first revealed 
when I began to unpack my collections to discover 
similarities that crossed back and forth between the 
women in my family.  I appreciate the metaphor of 
folding and un-folding self, and I seek to find ways 
that I might be folded and unfolded within my own 
curatorial maps.  Maps are not about movement, 
rather they are the movement for me as I curate these 
items.  I chart the movement between the clothing 
my great-grandmother, Helen saved, the clothing my 

mother, Paula saved, and the clothing I save through 
rhizomatic thread lines that cross and circle back. 

A fashion exhibition can be read as a map of a wom-
an’s life, memory and trace, collecting and creative 
reworking, and women’s material culture such as 
sewing, dressing, and collecting. It is very difficult for 
me as a mother to edit and decide what to keep and 
what to release.  I worry about the editing decisions I 
must make on my daughter’s behalf. My doubts over-
whelm me when I consider she might not want the 
items or to become a collector, and then what will 
become of the maps I leave for her to find her way? 
Mapping curator identity turns me to consider ways 
to exhibit my vulnerability, as well as the clothing I 
curate as a map of my gendered experience.

Figure 136
Fa m i l i a l  L i n e s
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Figure 137
St i tch e d  To get h e r

Figure 138
P o ol s  of  S p o ol s
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Figure 139
B ack  a n d  F ort h  a n d  B ack
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Figure 140
S h a d ow s  of  St i tch e s
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Figure 141
M a ppi n g  Mot h e r s

Figure 142
T h i n k i n g -T h rough-T h r e a d s
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Figure 143
N e e dl e  i n  t h e  T h r e a d

Figure 144
I n  t h e  Hol e s
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Label: Performativity

How do we perform our dress?  These are perfor-
mance gowns.  The gold brocade dress was worn by 
my grandmother, Donna Johnson Mahnerd for her 
senior piano recital in 1934. I wore the black taffeta 
dress for my college choir and opera productions 
and for my vocal juries from 1989-1993. These are 
dresses that were performed for actual theatrical 
audiences, but what are the dresses we perform in 
our daily lives?

I wore the hot pink dress to my senior prom in 1989.  
This dress marks a rite of passage, between my 
childhood and adulthood.  There is no doubt I want-
ed attention, perhaps in a different way by wearing 
this dress. At once the dress points to the gender 
trouble of being pretty in pink, but it also forces 
me to consider the prom as a performance, and the 
ways I enacted the taffeta that night.

As I consider how I do my curator identity and how I 
am done and undone in my curator identity, I won-
der what are the repetitions of my performativity 
and curatorial gestures?  What kinds of performanc-
es produce our identities?  Performativity is not a 
singular act, but a repetition of acts in the context 
of a body sustained over time. Just as one is not 
born a woman, one is not born a curator, one be-
comes a curator, and one becomes a curator/artist/
researcher/teacher.  I perform curating when I col-
lect and save my clothes. I perform curating when I 
select which clothes to exhibit and install.  I perform 
curating when I attune to curatorial practices and 

procedures for mounting an exhibition. I also per-
form curating when I imagine alternate routes and 
ways of curating.  I perform curating when I care for 
my dress stories. 

This gallery can be seen as a performative site 
where the curator and visitors might perform ped-
agogical strategies in dialogic ways to understand 
and experience collections to recontextualize cu-
rating as performative, repeated practice within a 
living curricula.
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Figure 145
Pet t icoat s  of  Pe r f or m a n ce
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Figure 146
B eco m i n g  B ro c a de

Figure 147
We a r i n g  i t  on  H e r  S l e ev e
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Figure 148
R eci ta l  Ru s h i n g

Figure 149
I n  F or m a l  F ol ds
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Label: Dwelling

How do we live with and within our collections? Found-
ed in 1953, the English company, Laura Ashley market-
ed and sold the dream of living an idealized country 
life.  The shops packaged nostalgia in shades of Jane 
Austen and Edwardian England creating simple, cotton 
garments meant to be worn at home, a home furnished 
in Laura Ashley fabrics, wallpapers, paint, furniture, and 
accessories.  I worked for Laura Ashley in Dallas, Texas 
from 1987-1995. As an employee, I quickly adopted 
and wore frilly frocks, petticoats, and lace collars and 
decorated my home with floral patterned cottons and 
chintzes.  The clothes we wear are very important be-
cause they not only say something about who we are 
but about who we would like to be in the world.  

Laura Ashley was associated with the construction of 
femininity, and I wanted desperately to be feminine.  
During the 80s, there was a resurgence of interest in 
the Victorian Era, and the iconic Laura Ashley brand be-
came an international phenomenon producing dresses 
in a multitude of prints and designs.  Working at Laura 
Ashley was not just a job it was a way of being in the 
world. It was during my tenure with the company I de-
veloped my deep interest clothing, textiles, and prints 
which continues to this day.

In the exhibition, I render a private dwelling for my Lau-
ra Ashley dresses in a public way. Here my own Laura 
Ashley bedding and accessories provide an ideal, nos-
talgic setting, a space for my dresses set against a mon-
tage of Laura Ashley publicity photographs. My identity 
is positioned in a photograph beside and between 

the Laura Ashley images in an attempt to fit in. But 
what are the ways we don’t fit in?  Hidden inside the 
dresser drawers are stacks of Laura Ashley dresses that 
no longer fit.  I do not wear my Laura Ashley dresses 
anymore, and yet, I still collect them, store them, stack 
them, hoard them---over fifty ensembles.  For decades 
I have not been able to let them go from my dwelling. I 
think I am ready to release them now. Once the exhibi-
tion closes, I am donating my Laura Ashley dresses to 
the Texas Fashion Collection where they will find a new 
dwelling with other 20th century exemplars of fashion 
and cultural history.
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Figure 150
Dwe l l i n g  On / Dwe l l i n g  I n

Figure 151
A l l  Dr e s s e d  U p  wi t h  N o  Pl ace  to  Go

355  



144 | Interlude  INTO THE ExHIBITION

Figure 152
N av e l  G a z i n g

Figure 153 ( A B O V E )

S hov e d  i n to  Dr awe r s
Figure 154 ( B E L O W )

S of t e n e d  wi t h  L ace
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Figure 155 
A  Ro o m  of  On e’s  Own
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Label: Veiling/Unveiling

Veils like curtains can be pulled back to reveal what 
lies beneath. In this selection wedding gowns, I pull 
back and unveil my compulsions to keep each dress 
as a significant thread in my lived narrative.  

For many women, their wedding dress is the most 
carefully selected and expensive clothing item they 
ever wear in their life. Culturally, we place so much 
importance on one ensemble, on one moment in our 
lived experience. Then we pack our wedding dresses 
in boxes under our beds, in the back of our closets, 
or up in our attics.  But who are we saving them for? 
The women in my family saved their wedding gowns 
and veils, and they were passed down to me. The old-
est item in my great-grandmother, Helen’s trunk is my 
great-great-great-grandmother, Harriet Ellis’s wed-
ding dress from 1850 which I place next to my moth-
er-in-law, Genie McCartney’s wedding dress from 
1961 and my mother, Paula Utz’s wedding dress from 
1964 which was redesigned for my wedding in 2002. 
I wonder what lies beneath their veils and within the 
threads they wore on their wedding days?  How did 
their uncertainties, anxieties and ways of being bear 
witness to their wedding days?

Unveiling was important to me at my wedding, and 
as such, I asked all the women in my family to allow 
me to install their wedding dresses in the reception 
space.  While brides typically spend their wedding 
day getting manicures and massages, I spent the day 
curating an exhibition of dresses. I think it was my 
way of coming to my wedding and pulling back the 

curtain on my identity.  When my husband lifted my 
veil in our wedding ceremony, it was revealing. I was 
a bride, but I was also a curator that day. The instal-
lation included Harriet’s dress, Genie’s dress, and my 
mother’s dress along with my cousin’s dress, my sis-
ter-in laws’ dresses, and my aunt’s dress.  I did not go 
alone that day.  Their wedding dresses stood beside 
me, their dresses were embodied again.
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Figure 156
T y i n g  K n ot s

Figure 157
S o m et h i n g  B or rowe d,  S o m et h i n g  B lu e
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Figure 158
Pro ce s s ion a l

Figure 159
I n  Ou r  Dr e s s
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Figure 160
Bu t ton s  U n d on e

Figure 161
P u l l i n g  B ack
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Figure 162
Wh at  L i e s  B e n e at h ?

Figure 163
H e r  H a n di wor k
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Figure 164
S i l k  L ace  S i l hou et t e
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C h a p t e r  5
Lost and Found 

In Community
As I searched for meaning in the inquiry, I began 
to answer the calls.  The calls were figurative and literal.  I 
submitted articles about the inquiry during the writing pro-
cess as a means of working through my ideas.  Publication 
calls provoked my analysis and shaped my dissertation. 
While on one hand, I was putting the cart before the horse 
publishing about my dissertation before it was complete, 
on the other, the call for entries were in fact, calls for me 
to enter into new spaces, spaces I might not have locat-
ed had it not been for thematic calls for new work. One 
of the calls I answered was for a special issue of Visual 
Inquiry: Teaching and Learning dedicated to a/r/tography 
and communities of practice (Sinner & Irwin, 2014). This 
publication marked my first attempt at critical engagement 
with my inquiry and the ways I might evoke thoughtful en-
counters in artistic ways. Anita Sinner and Rita Irwin (2014) 
reflect on the work included in the issue:

Each of  the articles and interludes in this special 

issue demonstrate the relationships between art 

forms and social domains that connect makers and 

materiality as well as the vitality of  living in in-be-

tween spaces where thirdness is a site of  produc-

tive tensions that enlarges the form, content, and 

style of  creative practice, offering new social reali-

ties through visual inquiry. (p. 89)

My submission to the special issue was an opportuni-
ty to dwell in the thirdness of working with others as I 

Parts of this chapter are reproduced in part and full from McCartney, L. L. 
(2014). The courage to curate: Mapping communities of artistic practice with-
in c/a/r/tography.  Visual Inquiry: Learning & Teaching Art 3(2), pp. 189-202 with 
permission from Intellect Books.

2

2
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explored my curator, artist, researcher, and teacher iden-
tity. A/r/tography is not only concerned with self-study, 
but also relational inquiry, and invites spaces for being in 
community (Irwin & Springgay, 2008). These are spaces 
for being folded together.  Just as artists do not create in 
a void, curators do not curate alone. To locate the inter-
textuality between my experiences and my inquiry ques-
tions, I turned to a/r/tographical communities of practice 
to help me in becoming-pedagogue.

Teaching tugs at the heart, opens the heart, even 

breaks the heart—and the more one loves teaching, 

the more heartbreaking it can be. The courage to 

teach is the courage to keep one’s heart open in 

those very moments when the heart is asked to 

hold more than it is able so that teacher and stu-

dents and subject can be woven into the fabric of 

community that learning, and living require. (Palm-

er, 1998, p.11)

In arts-based research, individuals are situated within 
communities of practice that “inform, enhance, evoke, 
and/or provoke one another” (Irwin & Springgay, 2008, 
p. xxv). While Palmer (1998) challenges educators to 
find the courage to teach in community, I worked to 
find the courage to curate in community by turning to 
others to help guide my journey. In a/r/tography, re-
searchers do not go alone, but, rather, invite others into 
their inquiry spaces. I worked in relation to communities 
throughout the process of curating the exhibition as 
I unpacked, unfolded, and undid my clothing.  While 
my inquiry is a self-study, I was dependent on commu-
nities to engage with me, criticize me, and trouble me 
throughout the curating.  

Seeking Courage

Parker Palmer (1998) challenges teachers to examine their 
own identities to serve their students better—“Good teach-
ing requires self-knowledge; it is a secret hidden in plain 
sight” (p. 3). At the heart of his book, Palmer (1998) asks 
educators, “Who is the self that teaches” (p. 7)? In my work, 
I also ask, Who is the curator who curates in community? I 
turned to Palmer’s (1998) community models— Learning in 
Community: The Conversations of Colleagues, Teaching in 
Community: A Subject-Centered Education, and Knowing 
in Community: Joined by the Grace of Great Things to 
weave the communal other into my work. Palmer’s (1998) 

Figure 165 
I n -b et we e n  S pace s
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three community models resonate with the ways Irwin 
(2004) describes knowing (theoria), doing (praxis), and 
making (poesis) in a/r/tography (p. 27). Within a/r/tograph-
ical communities of artistic practice, I linger with each of 
Palmer’s (1998) models, to explore how community gave 
me the courage to curate.

Learning in Community

For nine months, I planned the Dress Stories exhibition, 
curating at home on my kitchen table, gathering artifacts, 
and designing the gallery space. Palmer (1998) asks, “How 
do we know what we know” (p. 50)? I knew how to curate, 
because I had previously curated six fashion exhibitions. I 
was no longer an emerging curator finding my way for the 
first time. I knew the concrete and specific steps required 
to curate a fashion exhibition and I was performing those 
acts. Palmer cautions, “Our assumptions open up or shut 
down connectedness” (p. 51). Wanting to open myself to 
connectedness, I invited a community of a/r/tographers 
to come assist me in my relational ways of knowing. I 
had to let go of my assumptions in order to curate a/r/
tographically. Rita Irwin traveled to Texas and joined my 
advisor and me to create a space in which a/r/tographical 
community might be practiced and discussed.  Livsey and 
Palmer (1999) posit, “Essential to creating a community of 
discourse about teaching is leaders who expect and invite 
others to join the conversation” (p. 36). Within a/r/togra-
phy community, I was able to enter a dialogue around the 
choices and decisions I had made in curating the exhi-
bition, while being mindful, “If I want to teach well, it is 
essential that I explore my inner terrain. But I can get lost 
in there, practicing self-delusion and running in “self-serv-
ing circles” (Palmer, 1998, p.142). Perhaps I was running 

Figure 166 
How  D o  I  K n ow ?
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in the same circles, lost in my curatorial past. In commu-
nity, I entered into a “shared practice honoring dialogue” 
(Palmer, 1998, p.144) where veteran a/r/tographers asked 
me questions, challenged my responses, and pushed me 
through “critical moments” (Palmer, 1998, p.145). Together 
we envisioned ways I might be more innovative with text, 
labels, vinyl lettering, and the ways visitors would physi-
cally experience the exhibition in order to assist visitors in 
taking the educational turns within the exhibition space.  I 
worked with fellow a/r/tographers to envision opportu-
nities for them to actively participate with the clothing I 
collect and care for, the clothing that is meaningful to the 
mothers and daughters in my family.  “For thou didst form 
my inward parts, thou didst knit me together in my moth-
er’s womb” (Psalms 139:13).  In community, I could begin 
to knit a map to thinking through our mothers.

One of the components of the exhibition I discussed 
within our a/r/tography community was the ways I might 
render the baby clothes in the exhibition as lines of flight 
(Deleuze & Guattari, 1987) in my mappings. Originally, 
I had conceptualized three parallel curtain rods mount-
ed on the wall to render three generations of collecting 
and caring. But I was not there yet. Irwin and my advisor 
challenged me to push further in my artistic practice to 
make the rhizomatic connections more pronounced and 
profound in the exhibition. I looked to the work of artist 
Cecilia Vicuña, to imagine how crisscrossing threads, un-
der and over might create trails of communication, knots 
as notes, where threads might knot into my words and 
the desires of my hands (de Zegher, 1996).  I decided to 
use my great-grandmother’s vintage spools of thread (see 
Figure 138) to literally knit, weave and knot together the 
interconnectedness between family objects with actual 

Figure 168
Wa r m e st  Wo m b

Figure 167
K n i t  M e  To get h e r

Dress Story
White knitted baby sweat-
er with pale pink trim and 
matching bonnet, c. 1970

In 1970, my mother dressed 
me in this white sweater set to 
meet my great-grandmother, 
Leona Thayer.  My mother 
saved the sweater set for me for 
over forty years, because it was 
special to her. When Elizabeth 
was released from the NICU, 
once she finally weighed five 
pounds, I knew I wanted her 
to wear something of mine.  
This was the smallest clothing 
item I had to share with her. 
My mother-in-law, Genie 
McCartney gave Elizabeth the 
little white ruffled dress with 
rosebud decorations to wear 
underneath the sweater set. Ge-
nie had kept the dress from her 
own two pregnancies, but she 
had sons instead of daughters, 
so it had never been worn.  Ge-
nie kept hoping for a little girl 
to dress. She did not know the 
girl she was waiting for was her 
only granddaughter. It was the 
perfect homecoming ensemble, 
representing both sides of our 
family and the women who 
cared for clothes.
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family threads. “Like patchwork, the construction of an au-
thentic, autonomous self depends on context of each frag-
ment and where it fits within the overall design” (Griffiths, 
1995, p. 191).  From a distance, visitors could not see the 
threads, but when they examined the objects more closely, 
hundreds of pale pink threads created a web between the 
artifacts. I was willing to receive and create a new space, 
where “in that space we receive ourselves as well as the 
other” (Palmer, 1998, p.154). It was a critical moment in the 
curating and learning where “the goal is not fixing, but un-
derstanding” (Livsey & Palmer 1999, p. 35).  I was fixing an 

installation challenge, but more importantly, I was starting 
to understand how the woven threads changed the inter-
pretation of the garments. Palmer (1998) suggests:

As good teachers weave the fabric that joins them 

with students and subjects, the heart is the loom, on 

which the threads are tied, the tension is held, the 

shuttle flies, and the fabric is stretched tight. (p. 11)

My critical a/r/tography friends helped me to understand 
and visually articulate the evolution of the installation of 
the baby clothes in the exhibition, allowing me to render 
my heart as a loom in the gallery. The same sweater (see 
Figure 169) that knitted Elizabeth and I together (see 
Figures 167 and 168) was now woven with generations of 
cloth and thread in a web of new understanding. 

I had spent considerable time looking for sites and sight-
ings and ways to render the excess of my collecting and 
recollecting in the exhibition. I was deeply influenced by 
contemporary artist, Song Dong’s installation work, Waste 
Not, which included an orderly display of a vast collection 
of objects, all of the contents of his mother’s home and the 
wooden frame of her house as a cityscape-like visualiza-
tion (EatMeDaily, 2009, Hertz, 2011; VancouverArtGallery, 
2010) filling over 3,000 square feet exploring issues of 
daily life, materiality, and identity (Hung, 2011). This is an 
example of an artist performing as curator, artistically pick-
ing and choosing to curate objects and narratives from the 
material culture of lived experience. Song used objects 
in artful ways to move beyond creating an artwork about 
collecting, to actually think about the practices of curat-
ing as discourse. Song’s exhibition is especially poignant 
to me, because it allows visitors to experience hoarding 

Figure 169
Wo m e n  a n d  We b s
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in artful and discursive ways. Song and his mother 
bravely put it out there for the world to see, confront, 
and experience. Song used material culture to allow 
others to experience culture, societal values, and 
the things we prioritize in our collecting as markers 
of a life—both the functional and/or dysfunctional.  
Exploring images from an exhibition of so many 
seemingly useless objects was overwhelming to me, 
when I realized they all belonged to one woman 
who used and cared for them. Song Dong collab-
orated with his mother in selecting, arranging, and 
interpreting the objects for the enormous exhibition. 
Hung (2011) notes, “[w]hereas the objects continue 
to bear her memory, he has taken up her role in tak-
ing care of them” (p. 39). I felt a painful connection 
to Song Dong’s role as caretaker for his mother’s 
collections.  Like him, I am the caregiver of many of 
my mother’s collections, my grandmother’s collec-
tions, my collections, and my daughter’s collections.  
I wanted to find a way to visualize the enormity and 
weight of caring for so much stuff. 

I was also motivated by the work of contemporary 
artist, Claude Simard, whose work interrogates 
themes of memory and collections (Felshin, 1994, 
pp. 66-67).  In his work, Aide de Memoir, Simard 
assembled a free-standing large closet as a work of 
art, neatly filled with clothing and objects for view-
ers to contemplate.  I decided to create a large 12’ 
x 12’ closet in the exhibition that would serve as a 
site/sight for my recollecting, and re-collecting the 

Figure 170
S o  Much  St u f f
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excess of my collecting. I hired a contractor to build the 
structure with bead board walls and a clothing rack and 
shelf inside. I went to salvage shops to select a 1850s clos-
et door, period hinges, and an antique door knob, so they 
dated back to the earliest objects I would install in the ex-
hibition. Like the work of Song Dong and Claude Simard, I 
wanted to create space for my collecting to be on full view.  

The week of the installation, a/r/tographer, Daniel Barney 
came to Texas and entered into a dialogue with me about 
the exhibition while assisting my advisor and me in the 
physical installation process. Livsey and Palmer (1999) 
ask, “How often do you sit with colleagues to explore 
teaching? At what depth?” (p. 34). The opportunity to sit 
with a/r/tography colleagues and explore curating at a 
great depth, where we promoted good talk about good 
curating (Livsey & Palmer, 1999, p. 37) provoked another 
component of the exhibition—a closet of curiosities full 
of my excess.  As I worked with Barney and my advisor to 
curate my curiosities in the closet, I carefully placed the 
objects, paying great attention to the arrangement and 
design of the display. But when Barney and my advisor 
entered into good talk about good curating with 
me, they pushed back, saying it looked more like a 
display at an antique mall, than an artistic render-
ing of what the closet really meant to me.  When I 
spoke about the closet, I articulated my fears, my 
vulnerabilities, my insecurities about collecting, 
but the way I was controlling the installation of the 
artifacts did not visually convey those feelings. My 
community of a/r/tographers literally stood beside 
me, asked difficult questions, and challenged me to let go.  
I was scared.  I was scared what visitors would think of me 
if I made the closet messy.  I was scared my family would 

be angry if I divulged too much. I was scared if I let go, I 
would no longer be caring for the artifacts. But in conver-
sation with a/r/tography colleagues, I took a deep breath.  
I closed my eyes and began to literally toss items blindly 
into the closet space, shoving them down on top of each 
other, pushing years and years of anxiety about clutter into 
a massive white cube (Blazwick, 2006) in the middle of 
the gallery. Barney and my advisor kept handing me more 
and more stuff to add to my hoards. When it was done, 
and there was nothing more to pile on, I was shaking. I 
stood back and looked at my excess, realizing I was in fact 
performing a kind of release.  My advisor saw that I was 
moved and quietly told me that in performing the release, 
I became an artist. I had to adjust my thinking as a curator 
to naming myself an artist. 

Teaching in Community

The Dress Stories exhibition was scheduled to run Septem-
ber 25-28, 2012. The day of the opening of the exhibition, 
I was able to take my mother and my daughter on a private 
tour of the gallery before the gallery opened. 

Work crews arrived to assess the damage and to move the 
dress forms and garments out of the direct line of water 
seeping through the gallery ceiling. The workers were not 

That afternoon, the exhibition space 
began to flood with water, forcing 
the exhibition to close for two days.
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trained to handle garments—they were not cos-
tume curators.  They shoved platforms aside. 
They removed garments from dress forms. 
They moved dress forms across the room. In 
the rescue efforts, my great-great-great grand-
mother’s wedding dress from 1850 was ripped 
down the back. I included the dress as one of 
three wedding dresses in the exhibition as a 
way to render veiling. 

When I was finally called and informed about 
the flood, it was too late. I could not pro-
tect the clothes in time. The flood damage 
caused me to be undone in ways I could 
never have predicted or planned. I was 
wrought with grief and loss as I surveyed the 
damage. I was scheduled to lead a group of 
museum education graduate students in a 
tour and gallery activities within the hour.  I 
considered cancelling the class.  I considered 
veiling my emotions and visible pain from 
the students. But, instead, I continued as 
planned, I pulled back the veil and revealed 
myself as a curator.  I thought about how we 
might gather around a “great thing” (Palmer, 
1998, p.117).  Might the great thing be the 
loss, grief, and pain we might experience as 
curator?  I had to ask myself if rather than 
simply occupying gallery space, could we 
“open it up” (Palmer, 1998, p.132) and talk 
about unveiling hurt in the gallery.

Dress Story
Brown cotton wed-
ding dress with 
ruffled hems and blue 
braid trim, c. 1850

My great-great-great grand-
mother, Harriet Ellis Miller 
wore this dress on her wed-
ding day. It was impractical 
to have a white wedding 
dress living on a farm in 
Minnesota in the 19th cen-
tury, but the brown cotton 
homemade dress is trimmed 
in blue cord and ruffles to 
signify its importance.  On 
my wedding day, I signified 
its importance by curating 
an installation of all of the 
wedding dresses worn by 
women in my family.  I add-
ed fresh flowers flowing out 
of the sleeves, bustles, and 
bodices on the dress forms.  
I thought of Harriet Ellis 
Miller a lot that day, and the 
fact she saved her wedding 
dress for me to use on my 
wedding day.  It meant so 
much to me, I named my 
daughter Elizabeth Ellis in 
honor of Harriet Ellis and 
what she taught me about 
collecting myself.

Figure 171
Col l ect i n g  M y s e l f
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Marie-France Berard (2013) writes about preparing gallery 
talks in museum spaces as lived inquiry, but I was not 
prepared for the ways I would live the curriculum in the 
gallery space that night.  When Laura Evans arrived with 
her students for their tour, I was still crying, my face wet 
with tears, makeup running down my hot, red cheeks. I 
told them about the flood, that the gallery was in sham-
bles, and that I would like to try to continue as planned.  As 
soon as I started to talk about the exhibition, I began to cry 
again. But at the center of our pedagogical circle (Palmer, 
1998, p. 116) was something great, the opportunity to 
really talk about curating, about caring deeply for objects, 
about caring for teaching in personal and significant ways. 
The museum education students allowed me to feel what 

I was feeling in that moment. They offered kind words of 
support and listened intently as I tried to reconcile the 
demands of space and stuff (Palmer, 1998, p. 121) in the 
gallery that night.  The space was flooded, and the stuff 
was damaged. Palmer (1998) reminds educators, “[g]ood 
teaching is always and essentially communal” (p. 115) and 
that night, in community, good teaching happened as I 
demonstrated how the discipline is done.  I attempted to 
engage the students in doing it, even when it goes wrong, 
rather than rehearsing my knowledge as a curator expert 
(Livsey & Palmer, 1999, p. 32). Students soon joined in 
sharing their own dress stories and in making connections 
to the space and stuff pushed aside and disheveled in the 
gallery. Some of the student utterances included:

Figure 172
S hov e d  A s i de
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I LIKE THE STORIES.

I grew up poor, we had noth-
ing, and we didn’t keep any-
thing we did have. I wonder 
what it would be like to have 
things from MY PAST?

My Grandmother kept all of 
the SPECIAL CLOTHES 
in our family. Her house 
burned down recently. I am 
getting MARRIED soon, 
and I wish I could wear her 
wedding dress.

I’ve always said I’M NOT 
A COLLECTOR, but I 
do have the dress I wore to 
sing at my father’s funeral.   
I kept that.

My favorite part is the closet, 
it’s the strongest part of the ex-
hibition—to see just HOW 
MUCH YOU HAVE.

I like the baby clothes be-
cause from far away, you 
don’t see THE THREADS 
CONNECTING THEM, 
you have to move in close 
to see them.

I can relate to the FEMINIST 
issues raised in the exhibition. 
WE ALL WEAR CLOTHES, 
so I get it.

I like that a visitor might 
not be COLLECTING 
yet, and this exhibit may 
INSPIRE them to start.
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I appreciated how the students in the class 

were open to sharing their own connections 

to the exhibition.  After they left, I called Dan-

iel Barney and told him what had happened 

to the gallery and in the learning community 

of students.  He reminded me that I as an a/r/

tographer, I was supposed to be looking for 

openings into making meaning in my work. I 

began to think about openings more deep-

ly. I realized like the wedding dress ripped in 

the gallery flood, I was ripped opened when 

something went wrong delivering my daugh-

ter.  I still have a large scar down my abdomen, 

where thirty-seven staples reverberated in 

my flesh and continue to serve as a reminder 

of the ways I was opened into motherhood.  

Kathryn Ricketts and Celeste Snowber (2013) 

call for spaces to cultivate courage in acts of 

vulnerability—“These are the openings, of our 

histories and the scar tissue of our soul” (p. 14). 

I had not planned for the openings, the scar 

tissue of my soul, and the ways I might render 

them in a/r/tographical curating, but I realized 

in teaching in community, the curatorial turn 

allowed me to reconsider curating openings. 

Just as I was supposed to care for my daughter 

in the womb, as a curator, I was supposed to 

care for the artifacts, for the great things in the 

exhibition. After nine months of curating, the 

Dress Stories exhibition was only open to the 

public a total of thirteen hours, making it, and 

the openings, ephemeral, transitory, and even 

more relational.

Turning: To Openings
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Knowing in Community

Museums are not traditionally spaces for the ephemer-
al. Instead, they are charged with collecting, preserving, 
conserving, and caring for objects for generations across 
long periods of time. As I consider the ways I come to know 
about curating in community, I start with my collections, with 
the great things I keep.  Palmer (1998) offers, “I can teach 
more with less, simultaneously creating space and honoring 
the stuff in question” (p. 122). It is the stuff in question which 
becomes the great things in my curating. Up to this point, 
I have talked about communities of people who shared in 
my inquiry. But material objects, also serve as a community 
in my ways of knowing. Great objects act as bricolage and 
assemblage in my inquiry. During the writing phase of my 
inquiry, I was asked to return to work at the Texas Fashion 
Collection, my original site of curator ways of knowing from 
1996-2000, to pack thousands of accessories in preparation 
for relocating the collection’s more than 20,000 objects to a 
new facility. Being back in the collection was like a reunion 
with old friends. The objects in the collection are so familiar 
to me. Interestingly, as I wrote about unpacking the curato-
rial in my dissertation, I was simultaneously performing the 
work of packing the curatorial, ensuring that each signifi-
cant artifact was well cared for, wrapped in archival materi-
als, properly labeled and documented. Over the six months 
I packed the collection, I encountered traces of my intercon-
nectedness to the collection, discovering my old exhibition 
publications, seeing my handwriting on accession records 
and labels, and touching so many great objects I curat-
ed almost twenty years ago when I first worked with the 
collection.  Caring for the packing of the collection forced 
me to think about the inevitable packing that awaits me as 
a daughter and as a mother. I could not help but anticipate 

the time when I will have to pack my mother belongings, 
in Paula’s home when she can no longer care for her great 
things.  As I stuffed objects in boxes, I thought again about 
the ways I have collected and curated my daughter and her 
great things, her clothing artifacts included in the exhibition. 
The great things give my living curriculum meaning, they 
allow me to be in relation to others.

Livsey and Palmer (1999) challenge educators to “[t]alk 
about an experience of community that has been meaningful 
to you” (p. 27), that causes you to say, “This is what communi-
ty is like” ‘(p. 28).  I feel a sense of community with the objects 
I collect, curate, and create. Livsey and Palmer (1999) ask, 
“How has your relationship with your subject enriched your 
life? Stretched your life? Challenged your life? Changed your 
life?” (p. 29).  Curating the great things in the Dress Stories 
exhibition allowed me to dwell within a communal space, to 
weave together my relationships with the objects as a curator, 
artist, researcher, and teacher, and consider the ways my life 
has been enriched, stretched, challenged, and changed.  

As the community of truth gathers around a ‘great thing,’ 

it is ‘the grace of great things’ that evokes the virtues we 

cherish in education: celebrating diversity, embracing 

ambiguity, welcoming creative conflict, practicing honesty, 

and experiencing humility. (Livsey & Palmer, 1999, p.30) 

It was within a/r/tographical communities, gathered around 
great things, I began to find my courage to curate and be 
altered by the “unnameable” (Derrida, 1978, p. 93) in my 
praxis and creative practice. I could still be in the curating, 
while also releasing excess.  I would have to dwell in the 
space of the thirdness a little longer to find the ways to 
begin to let go.
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Figure 173
B ack  i n  t h e  Col l ect ion
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Figure 174
Pack i n g  Gr e at  T h i n gs  I n
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C h a p t e r  6
Rhizoanalysis 

and Risking 
Fail(lure)

Inquiry into our own practice has the potential 
to center us, ground us, and provoke us in art education 
(May, 1993). Barbara Howey (as cited in Sullivan, 2010) 
reminds arts-based researchers, “[w]ith change comes risk, 
the risk of misunderstanding, of failure, the danger of be-
ing led up a blind alley; but also what you most hope for 
as an artist—the possibility of transformation” (p. 86). But 
how do researchers assess their work for transformation? 
Validation poses challenges for poststructuralist sensibili-
ties. Articulations and connections may be lost using more 
traditional validity tools such as credibility, authenticity, 
confirmability, reliability, and getting it right. Lather (1991, 
1993, 2006) reconceptualized validation in postmodern 
ways, calling for new techniques because “paradigmatic 
uncertainty in the human sciences is leading to the re-con-
ceptualization of validation” (Lather, 1991, p. 66). There 
is no one way to do arts-based educational research and 
it requires different forms of assessment than traditional 
research, where “rather than a focus on traditional notions 
of rigour, some arts-based researchers promote the value 
of attending to vigour” (Sinner, Leggo, Irwin, Gouzouasis, 
& Grauer, 2006, p. 1252). For my inquiry, new articulations 
of curating and its connections to curriculum and pedago-
gy allow me to dwell with uncertainty alongside enhanced 
understandings. This re-turns me to the discursive nature 
of my inquiry, where I can make connections for under-
standing between me as the author, text, and contexts of 
my data and their intercontextuality. Lather (1993) says 
“rhizomatic validity” focuses on crossings, overlaps, and 

Parts of this chapter have been previously published in part and full from Mc-
Cartney, L. L. (2015).  Towards a poor exhibition: The fail(lure) of curare and 
currere.  Journal of Social Theory in Art Education, 35 (2015), pp. 136-146.  Repro-
duced with permission from the Caucus for Social Theory and Art Education, 
and the author, who holds the copyright to the material.

3
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connections in textual discourse. Gouzouasis (2008) notes 
“the very notion of validity is not valid as a way of assess-
ing a/r/tography” (p. 226). I appreciate the opportunity to 
think not so much about validity, but about reflexivity and 
meaning. Rather than trying to articulate validity tools, I 
worked be in tune—longing for transformation. Gouzouasis 
(2008) calls for research that is meaningful:

We acknowledge the interpretive nature and nurture 

of our work, and revel in its strength, durability, mal-

leability, tensility, reflectivity, reflexivity, applicability, 

imaginativity, and tangibility, as well as verisimilitude, 

width, coherence, insightfulness, parsimony, various 

kinds and forms of truth, fairness, ontological and 

educative authenticity, catalytic and tactical authen-

ticity, comprehensiveness, substantive contribution, 

aesthetic merit, impact, expression of a reality, coher-

ence, plausibility, imaginative aesthetic transaction, 

empathy, and authenticity. (p. 231)

Tom Barone and Elliot Eisner (2012) challenge researchers 
to work towards incisiveness, concision, coherence, gener-
ativity, social significance, and evocation and illumination 
as criteria for assessing arts-based research.  Curating the 
Dress Stories exhibition became penetrating for me as the 
curator, but also to viewers in the inquiry process. In an 
inquiry rendering the messiness and clutter of obsessive 
collecting, concision is difficult to achieve through intelli-
gent discrimination.  The dissertation catalogue offers co-
herence as a strong curatorial form for mapping curating, 
caring, motherhood, collecting, and turning.  Seeking gen-
erativity, the inquiry allows readers to travel with me into 
the curatorial experiences, while weaving connections to 
clothing and the becoming events. The social significance 

Figure 175
Lo ok i n g  f or  M i ddl e s
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of the work is situated in the questions and ideas that mat-
ter in the turning.  Readers are able to feel the meanings 
of the work in the stories stitched throughout the inquiry 
in evocative ways, but more importantly, can reflect on the 
stories embedded in and in-between the art and text in 
surprising ways. Donna Alvermann (2000) traces and maps 
in order in a more freeing way of looking at data to locate 
the middles and connect her research practices through 
rhizoanalysis:

Looking for middles, rather than beginnings and 

endings makes it possible to decenter key linkages 

and find new ones, not by combining old ones in new 

ways, but by remaining open to the proliferation of 

ruptures and discontinuities that in turn create other 

linkages (p. 118)

In order to attune to transformations, in rhizomatic ways, I 
had to make myself open the risk of failing and allow for 
the lure of failing as a curator, artist, researcher, and teach-
er and to consider how the inquiry provokes my curricular 
and pedagogical practice.  The waves of feminism wash 
back into my thinking as I work towards provoking gen-
dered failures in my analysis. Halberstam (2011) suggests 
the goal of our work should be to lose our way and per-
haps lose even more than our way as she states:

Terms like serious and rigorous tend to be code 

words, in academia as well as other contexts, for disci-

plinary correctness; they signal a form of training and 

learning that confirms what is already known accord-

ing to approved methods of knowing, but they do not 

allow for visionary insights or flights of fancy. (p. 6)

In a dissertation that troubles my identity as a curator, 
artist, researcher, teacher, and mother, I appreciate the 
ways Halberstam (2011) suggests, “[n]ot succeeding at 
womanhood can offer unexpected pleasures” (p. 4). These 
pleasures are at the heart of possibility for gendered 
failure, where “[f]ailing, losing, forgetting, unmaking, un-
doing, unbecoming, not knowing, may in fact offer more 
creative, more cooperative, more surprising ways of being 
in the world” (pp. 2-3). Again, I answered a publication call 
to dwell in the middles more as I tried to find my way and 
understand what gendered failure has meant to my work.  
Sherif Bey (2015) offers articles that reframe, redeem, and 
remediate our understandings of failure in art education:

The articles herein volume 35 of The Journal of Social 

Theory in Art Education discuss so-called ‘failures’ 

from a range of perspectives.  They speak to failed 

connections, failed systems, failed relationships, failed 

reflections, and of course, ‘failed failures.’ (p. ii)

The call to write about failure was critical to my inquiry to 
begin to think about failing differently.  I especially liked the 
way Bey (2015) rendered the writing of the word failure as 
“fai(lure)” (p. i). I render the word as “fail(lure)” (McCartney, 
2015) to visually invite researchers to submit articles that 
consider the lure of failing, which for me, meant seeking 
the positive of failure within the negative of failure, and to 
imagine the lure of what I have lost and found in the inquiry.  
Bey (2015) explains why attuning to failure is important:

Instead of masking our so-called failures, feeling 

shame or reflecting privately, we can share our re-

spective trails in such a way that might benefit others, 

or those who experience related hurdles. (p. ii)
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Allowing myself to attend to my failures as a curator was 
also an opportunity to attend to the gendered failures 
Halberstam (2011) suggests allow us to escape punishing 
norms. This is where the waves of my feminist curating 
return to redefine the boundaries of the inquiry and poke 
or wash holes in the curriculum of my living. I made myself 
open to allowing for failure in my article submission.

Open to a Fine Risk

In searching for the curricular implications of my inquiry, 
I worked to locate rhizomatic opportunities to linger with 
the four steps for experimenting with currere, outlined by 
William F. Pinar and Madeleine R. Grumet (1976) in Toward 
a Poor Curriculum to consider the benefits of allowing 
for uncertainty and failure in curating the curriculum of 
my lived experiences. “This is also the social meaning of 
currere.  It is the seeking of what is lost” (Pinar & Grumet, 
1976, p. 21). Curators don’t typically set-out to create 
“poor” exhibitions, but a poor exhibition allowed me to 
become lost so I might be found as a curator. A poor exhi-
bition, stripped of the clothing that keeps me from seeing, 
helped me to see my curatorial failings in new ways even 
after the exhibition closed.

Returning to One’s Past

I worked to interrogate failures as I map my rhizoanly-
sis (Alvermann, 2000), and I appreciated the ways Pinar 
and Grumet (1976) offer four steps to running currere’s 
course—the regressive, the progressive, the analysis, and 
the synthesis, because for me, the steps the authors offer 
are rhizomatic starting in the middles, looking backwards, 
and forwards, arriving at the middle again. The first step 

of the method of currere is the regressive, where “[o]ne 
returns to the past, to capture it as it was, and as it hov-
ers over the present” (Pinar & Grumet, 1976, p. 55). In an 
inquiry mapping my ways into motherhood, I return to the 
story of Elizabeth’s early birth.  I remember the doctors 
repeatedly using the term “failure to thrive” as a possible 
result of her extreme prematurity. Would my daughter’s 
failure to thrive become my failure as a mother? Even the 
word “failure” still reverberates deep inside me.  It still 
lingers and hurts all these years later. 

Figure 176
S e e k i n g  Wh at ’ s  Lost
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While there were over 150 artifacts included in the Dress 
Stories exhibition, I began thinking about how I perform 
curriculum by hovering over my prom dress. My prom 
dress is an artifact from my lived experience.  Like many 
women, I felt I had to hold on to my prom dress, which I 
kept shoved in a storage tub in my garage. I knew it was 
an important purchase my parents made for me and I felt 
compelled to keep it, even though my feelings towards 

the dress posed a dilemma for me.  I do not wear the dress 
anymore, so why was I holding on to it so tightly?  What 
might this article of clothing reveal about my identity as 
curator/artist/researcher/teacher as a concept, a text, an 
opening to undo my identity? Could my performativity be 
reimagined?  Could the meaning of the dress change?

Where are We Going?

Pinar and Grumet (1976) posit the second step in the 
method of currere, the progressive asking readers, “[t]ry  
to discern where your intellectual interests are going, 
the relation between these evolving interests and your 
private life, between these two and evolving historical 
conditions” (p. 59).  I looked for tensions in the progres-
sive in the Dress Stories exhibition. I considered how my 
intellectual interests and private life have progressed since 
1989, when I embodied my prom dress.  I never imagined 
as a teenager in taffeta, I would find myself opened into 
motherhood fourteen years later.  How might my prom 
dress serve as means to getting lost and found? Pinar and 
Grumet (1976) ask, “How is the future present in the past, 
the past in the future, and the present in both?” (p. 60).  
This dress from my past was suddenly woven into my pres-
ent future, when my great-great-great grandmother’s dress 
was ripped open as a result of the waters seeping from 
the gallery ceiling.  I could have never predicted the ways 
I would find new meaning in my prom dress when I was 
planning the exhibition.  It would become a metonym and 
metaphor for grief and loss.  When the gallery flooded, 
threads of my past, present, and future unraveled in my in-
stitutional life as a curator. It was not until I had de-installed 
the exhibition, I realized I had failed to find the fail(lure) in 
the gallery openings and closings.

Dress Story
Pink taffeta ruched 
prom dress with 
sweetheart neckline 
and full skirt, 1989

Prom dresses are a shared 
cultural import that so many 
women have in common. 
I wore my prom dress my 
senior year of high school 
in 1989 when John Hughes 
movies were wildly popular 
and like Molly Ringwald, I 
desperately wanted to be 

“Pretty in Pink.” I have kept 
this dress all these years 
despite the fact that it does 
not remind me of a magical 
night of first loves, first kiss-
es, first dances, or first times.  
It was just the taffeta dress 
I wore to my prom with an 
old friend who reluctantly 
agreed to go as my date. All 
these years later, he told me 
he doesn’t want anyone to 
know we went to prom to-
gether—because they might 
think we had dated, and that 
would be embarrassing for 
him. So I buttoned my lips 
and covered his face so no 
one will know. I never imag-
ined my prom dress might 
fail me again.  

Figure 177
Wh e n  a  Dr e s s  Fa i l s  You
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Pinar and Grumet (1976) describe the third 

step of the method of currere as analytical, ask-

ing readers to analyze the biographic present, 

exclusive of the past and future, but inclusive 

of responses to them. I thought about Eliza-

beth. The water came, and my clothes were wet. 

Something went wrong and my daughter came 

early.  Water and amniotic fluid were seeping 

and leaking out of my openings.  I still remember 

frantically searching my copy of What to Expect 

When You’re Expecting (Eisenberg, Murkoff, & 

Hathaway, 1991) for answers about what was 

happening to me.  In a chapter entitled, “When 

Something Goes Wrong” (p. 342), the authors 

caution mothers to turn back and not read the 

chapter unless absolutely necessary.  Eisenberg, 

Murkoff and Hathaway (1991) caution: 

It should only be read by those women who 
have a suspected or diagnosed complication; 
and even then reading should be confined to 
the problem at issue.  Casual reading could 
lead to not-so-casual worrying. (p. 342)

My worrying was not-so-casual.  
I was scared of the water. 

There’s something about the rush of fluid out 
of the womb that creates a feeling of great 
helplessness: there’s nothing you can do to 
stop it while it happens, and nothing you can 
do to put it back.  All you can do is wait and 
hope. (Linden, Paroli, & Doron, 2000, p. 19)

I waited and hoped while Elizabeth was 

in the NICU, recovering from her extreme 

Turning: When Something Goes Wrong

Figure 178
S e e pi n g  a n d  L e a k i n g
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prematurity. The doctors 

told me I had suffered 

from premature rupture 

of the membranes, the 

medical term for my water 

breaking early (Linden, Pa-

roli, & Doron, 2000, p. 19). 

It was not until the Dress 

Stories exhibition was over 

and I was working on the 

writing of my dissertation, 

that I learned the acronym 

for premature rupture of 

the membranes is “P.R.O.M” 

(Eisenberg, Murkoff & 

Hathaway, 1991, p. 359).  I 

had failed to weave that 

connection together in 

the exhibition. I had failed 

to make the connection 

between Elizabeth’s birth 

story and my prom dress story.  The prom 

dress I included in the exhibition took on 

new meaning for me as a curator.  Suddenly 

through metaphors and membranes I could 

see new possibilities to stitch, weave, and 

knot my narratives and transformations in a 

creative way, where my prom dress might be-

come bricolage and a borderland for re-con-

sidering and re-creating curating.

I know the flood in the gallery was not my 

fault, but I felt I had failed to care for and 

protect my exhibition in the present, just as 

my body had failed to care for and protect 

Elizabeth causing her early birth in my past.  

How might my failures as curator and moth-

er provide opportunities for reconsidering 

failure, reconsidering caring, and reconsider-

ing uncertainty in art education in the future?  

How could I make sense of my past, present, 

future, and put it all together?
Figure 179
R i ppe d  Ope n
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Putting it Together

Pinar and Grumet (1976) offer a fourth step in the method 
of currere-synthesis, where pieces are made whole, where 
“I am placed together” (p. 61). “What is essential to currere 
is the assertion that new structures evolve in the process of 
naming old ones,” (Pinar & Grumet, 1976, p. 115, italics in 
original).  I was already pointing towards a kind of synthe-
sis in the exhibition when I hung six vintage hand mirrors 
next to my prom dress. Vinyl lettering on the mirrors invited 
viewers to participate in the exhibition asking—What does 
this say about me?  Visitors who looked into the mirrors saw 
themselves reflected back.  They saw my clothes, but they 
also saw their clothes, themselves embodied in the mirrors 
on the exhibition walls as well. It was an invitation to partici-
pate with the works in order to make them complete. 

I continued seeking new ways into curare and curerre with-
in the curatorial. The Dress Stories exhibition did not mark 
the end of the journey and it continues even now to inform 
and shape my ways of knowing in rhizomatic ways. I like 
thinking about what comes after the exhibition, after the 
flood.  Irwin, Beer, Springgay, and Grauer (2006) describe 
rhizomes as interstitial spaces with no beginnings or end-
ings, but as always becoming, as being open to transfor-
mations, where rhizomes create interconnected networks 
with multiple entry points.  My prom dress offered multiple 
entry points for my stories of self and multiple renderings 
of my experiences. The dress did not have the same mean-
ing for me as a curator after the flood. It no longer fit the 
same way in my narrative. Pinar and Grumet (1976) invite 
readers, “To let go of you. To let go of currere” (p. 176). 
Curators traditionally hold onto objects.  But I wondered, 
what would it mean for me to let go of my prom dress? 

Rupturing the Membranes

Returning to the work of Weber and Mitchell (2004a & 
2004b), I could conceptualize my dress and dress stories 
as a methodology to consider narrative, identity, and 
practice, and to be altered by these spaces. Jo Visser 
(2004) considered whether she should sell her wedding 
dress, or transform it, before she nailed it to the wall. 
Karinna Riddett-Moore (2011) transformed her wedding 
dress in response to the grief and betrayal she experi-
enced in her living.  For years, I had dwelled in-between 

Figure 180
A b ou t  M e
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my curriculum, collecting, caring, and the possibilities of 
releasing my failures as a curator. In synthesis, I decided 
like Visser (2004) and Riddett-Moore (2011) to render 
my dress in a new way.  Pinar and Grumet (1976) caution 
readers, “This word ‘alternation’ must be understood not 
to mean simply, say, length-
ening one’s trousers; no, it 
means more than external 
rearrangement.  It involves 
a change in the fabric as 
well” (p. 15). I wrestled with 
how something new might 
be rendered in an artful form.  Arts-based research 
allowed me to not only collect data but create data.  In 
altering my prom dress, I would be able to map my rhi-
zoanalysis as something new, something more.

I put my prom dress on a dress form on my kitchen 
table.  I paused. I closed my eyes and paid attention 
to my breathing. I took a pair of scissors, and wholly 
unlike a curator, charged with caring for objects, with 
protecting their collections, I began to physically loos-
en the stitches, the membranes of my prom dress.  I 
started slowly, and the more I thought about P.R.O.M., 
the gallery flooding, and my own lived experience, 
the more furiously I cut, and cut, and cut.  Threads and 
seams came undone. The dress could no longer hold 
its shape.  It would no longer fit anyone I might save it 
for. I was reconceptualizing my prom dress physically 
and metaphorically. The membranes of my dress were 
gone, the borders were no longer clear, all that re-
mained were the photographs I took of the ruptures.  I 
changed the terrain of my material, making my failures 
real and different. 

Altering my prom dress membranes was not a premature 
rupture, but a rupture that had been delayed for over twen-
ty years. If the exhibition gallery had literally not opened 
and flooded, I am not sure I would have gotten here. In 
the performative act of rupturing my corporality, my mem-

branes again, I was able to 
release failure, release blame, 
release shame, and to begin 
to let go.  And when I was 
done, I discarded the dress.  
I no longer need to possess 
it in order to care for it, in 

order to see I was forever altered by it. “More deeply, now, 
in the present, I choose what of it to honor, what of it to let 
go.  I choose again who it is I aspire to be, how I wish my life 
history to read” (Pinar & Grumet, 1976, p. ix). 

Towards a Poor Exhibition

Altering my prom dress re-turned me towards a poor 
exhibition.  I wanted to find the courage to travel 
towards becoming-curating.  How might I “teach more 
with less, simultaneously creating space and honoring 
the stuff in question’ (Palmer, 1998, p. 122).  Once I 
had discarded my prom dress, I provoked the ways 
I might have experimented with curare and currere 
more deeply. 

I had to wade back into the waters.   
In the waters I would discover my way into the inquiry— 

the waters were the map,  
they were the liminal threshold,  

they were the turns,  
the	line	of	flight	I	was	longing	to	locate.

I open myself one stitch at 
a time. Finally free, I cut 
through these strings.
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Figures 181-195
Ru p t u r i n g  t h e  S e a m s387  
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Deleuze and Guattari (1987) state, “[a] rhizome may be 
broken, shattered, at a given spot, but will start up again 
on one of its old lines, or on new lines” (p. 9).  Elizabeth’s 
birth story was a rupture leading me into the inquiry, and 
curating Dress Stories, was a rupture into the inquiry, but 
I still had to unfold the ruptures of my becoming. When 
the gallery flooded, the exhibit was actually stripped of 
clothing.  It was altered.  I felt it was my curatorial respon-
sibility to work to return everything back to the way it 
was designed, to recreate the exhibition before visitors 
could return to the gallery space.  “One of the benefits of 

rhizomatic integration is that it is, in fact messy.  Messiness 
is itself a structure, so reducing the inclination to clean up 
the mess is important” (Wiebe, Sameshima, Irwin, Leggo, 
Gouzouasis, & Grauer, 2007, p. 270).  As a curator, I felt 
compelled to re-install the exhibition and myself.  I was 
distracted by the damage.  But now, I wish I hadn’t fix the 
exhibition.  I was altered in pedagogical ways leading 
Laura Evans’ graduate students through the damaged 
exhibition the day of the flood, but as soon as their tour 
was over, I remained in the gallery to remove any trace 
of the messiness.  How might the visitors have reconsid-
ered the exhibition and the curatorial if I had left clothing 
disheveled and undone?  What if I had allowed visitors to 
run the course and fully experience the exhibition after the 
flood?  Would the experience have been different if I had 
left the pools of water on the gallery floor?  Could visitors 
have experienced the flood in community with me and be-
side me?  That would have been a fail(lure), the lure of the 
curatorial, a failure which might have been transformative. 
Maybe I had been asking the wrong questions all along 
(O’Donoghue, 2009).  I failed to see the a/r/tographical 
opportunity, where the process is more significant that the 
product. Was that my failure to thrive? Was it a perceived 
failure? Visitors to the exhibition would not deem the 
exhibition a failure, nor would the university, the sponsors, 
or my research committee.  But, I did not allow others into 
all of the relational spaces of my lived experience of curare 
and currere, and that was a failure on my part. 

Producing Knowledge Differently

Working the ruins (St. Pierre & Pillow, 2000) of the flooded 
exhibition provided alternate routes into curating and creat-
ing.  Pillow and Pierre (2000) posit the task of educators is to 

Figure 196
St r i ppe d  of  Clot h i n g
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Figure 197 ( L E F T )

A pron  St r i n gs

Figure 198 ( R I G H T )

T h e  Cu t wor k
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“ask different questions that produce different knowledge 
and produce knowledge differently, thereby producing 
different ways of living in the world” (p. 1).  Sullivan (2010) 
asserts creative practice brings about new knowledge and 
understanding.  Rupturing my prom dress was a creative 
way into learning for me, where “imaginative insights con-
firm, challenge, or change our understanding” (Sullivan, 
2010, pp. 31-32).  Once I was willing to think differently 
about the ways I care for my collections, I began to imag-
ine more sites for artmaking.  I returned to my family trunk 
and unpacked all of the items I did not include in the Dress 
Stories exhibition onto my kitchen table. Originally I thought 
these items were not significant or worthy of display be-
cause they were in poor condition—stained, ripped, or eaten 
by bugs.  My former curator self would never have put them 
in an exhibition, because they had not been well-cared for.  

But now, I began to see I could care for these items in new 
ways.  I looked at the work of contemporary artist, Anne 
Wilson, who collects 1940s household linens and clothing 
fragments from her family’s collection of discolored and 
stained artifacts as a signifier to tell insights into who we are, 
and “rather than repairing, the holes are disrepaired, ac-
centuated to display an experience and sensibility that are 
contrary to the original formality and function of the cloth” 
(Lineberry, 1997, p. 52).  In her artist statement, Wilson 
describes her series, entitled Mendings of stitched textiles 
as drawings “referencing wounds, burns, orifices, signs of 
decay” (Wilson cited in Lineberry, 1997, p. 52). I selected 
one of my great-grandmother’s white cotton aprons (see 
Figure 197) with beautiful cut-work (see Figure 198).  The 
apron was discolored and had small tears in the fabric.  I 
looked to Kind (2006) who cut a hole through a piece of 

Figures 199 – 203
Cl i n gi n g  to  St r i n gs
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white cutwork fabric and decided to open myself to a fine 
risk by working from the holes. I decided to reimagine the 
scar tissue of my soul, and sewed a large red thread down 
the front of the apron.  I measured the length of the scar on 
my abdomen and marked the distance on the fabric.  Kind 
(2006) describes self-altering:

Cut, seam, rip, tear, wound.  Fabric cut and torn and 

stitched together again in different renderings.  Piec-

es displaced and opening up.  Threads fraying and 

edges undoing.  Red threads stitch the seams and 

mark the wound. (p. 93)

I laid a piece of red wool on the apron, and using black 
threads from my great-grandmother’s sewing basket, I 
stitched 37 “staples” to secure the incision in place.  I 
frayed the red wool in between and in-between the 
stitches, undoing its edges. While I sewed and marked 
my wound, I listened to the song, Apron Strings by the 
musical group, Everything but the Girl (1988) as another 
way into the creating: 

Apron strings, hanging empty crazy things 
My body tells me, I want someone 

To tie to my apron strings.

Apron strings, waiting for you pretty things 
That I could call you, I want someone  

To tie to my lonely apron strings

Your baby looks just like you when you were young 
And he looks like me with eyes that shined 

And I wish that he were mine 
Then I go home with my eyes

Apron strings, cold and lonely for time brings 
Thoughts that only will be quiet when someone clings 

To my apron strings

And I’ll be perfect in my way 
When you cry I will be there 

I’ll sing to you and comb your hair 
All your troubles I will share

For apron strings, can be used for other things 
Then what they’re meant for and 

You’d be happy wrapped in my apron strings 
You’d be happy wrapped in my apron strings.

(Everything but the Girl, 1988)

I placed the apron on a mesh dress form, and took it 
outside to document it as a form of “photovoice” (see 
Figure 197). Unlike my previous curatorial practices, I did 
not steam out the wrinkles or worry about the styling of 
the garment.  I only thought about adding the fibers of 
my being into and in-between the fibers of the cloth as a 
metaphor of the ways I perform motherhood. The apron 
strings could suddenly be used for other things.

Saving Ourselves

I returned to our family trunk and selected five baby dress-
es I did not include in the Dress Stories exhibition.  Like 
the apron, the dresses were in poor condition—stained, 
ripped, or eaten by bugs.  I looked to the work of contem-
porary artist elin o’Hara slavick, who embroiders personal 
narrative onto her worn childhood dresses.  The dresses 
prompt her memories, “poetic and confessional texts are 
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sewn in the dresses my mother saved since my childhood” 
(slavick as cited in Mavor, 2004, p. 26). Mavor (2004) sug-
gests slavick’s pieces render what is unsaid attuning to the 
loss of childhood—“We save toys and clothes and other 
mementoes from our childhood days: souvenirs that try 
to replace the loss” (p. 29). I realize I mourned the loss of 
Elizabeth’s childhood, I mourned the loss of my childhood, 
and I mourned the loss of the baby dresses from the trunk, 
because they were so badly damaged.  

Contemporary artist, Kate Kretz acknowledges the pow-
erful ways she was changed in and into motherhood, and 

credits the ways being a parent has heightened her aware-
ness of everything in her artmaking (Katekretz.com, 2015).  
Kretz says being the mother of a daughter makes her a 
stronger feminist and that the mother daughter relation-
ship is manifested in her work.  In Beauty of Your Breath-
ing, Kretz embroiders her own hair collected during the 
gestation period of her pregnancy and stitches the words 
“All of the world’s unspeakable cruelties eclipsed in this 
moment by the beauty of your breathing” (Katekretz.com, 
2015) on a found baby dress.  In the piece Your Fragility, 
Kretz also embroiders her hair from the daughter’s ges-
tation period to write the text, “Your fragility in this sharp 

Figure 204
I  a m  a  Cu r ator

Figure 205
Ope n i n gs

Figure 206
C / a / r / to gr a ph y
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world is paralyzing” on a child’s shirt.  According to the art-
ist’s website, offers the clothing pieces as a way to render 
her life-altering experiences—“nothing makes you more 
vulnerable than having a child, and I think this rawness is 
entering my work” (Katekretz.com, 2015).

I wondered how I might allow the rawness of my ruptures 
to enter my work.  Could I stitch memories of the inqui-
ry into the seams of the dresses I curate in the inquiry?  
Unlike Kretz’s pieces, these are not found dresses, they 
are familial dresses representing the ways I was taught to 
think through my mother and her mother, and her mother.  

Rather than sewing long passages on the dresses, I 
worked to locate concise text that would allow me into the 
borders of each garment.  While Kretz’s thread is literally 
made of her own hair, my thread was significant too. I took 
my great-grandmother’s thread, some of which are one 
hundred years old, and I started to stitch.  

I used my great-grandmother’s old, rusted embroidery 
hoop and pulled the fabric taunt to push the needle in the 
thread through the fragile fabric. On one dress, I sewed 
the word “openings” (see Figure 205), on another dress, I 
sewed the words “dress stories” (see Figure 207), and on 

Figure 207
Dr e s s  Stor i e s

Figure 208
I  Co m e  to  t h e  Wat e r
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another dress, I sewed the word “c/a/r/tography” (see Fig-
ure 206).  The dresses now rendered the most compelling 
and transformative aspects of the inquiry for me.  Placed 
together, they are a vision of my collected memories of the 
research process.  On the fourth dress, I sewed the phrase 
“I am a curator, I care for the clothes” (see Figure 204). 
This dress marks a shift in the work for me.  I was caring 
for the clothes not like a curator, but as an artist, research-
er, and teacher, concerned more for the construction of 
meaning in the artmaking, then in the conservation of the 
artifact.  For the final text dress, I embroidered the phrase, 
“I come to the water” (see Figure 208) to serve as a meta-
phor for inviting the ruptures and riding the waves of fem-
inism.  The water was no longer the reason for my failures, 
it was the opportunity to becoming failure in profound 
ways. In the water, I might think about my performativity 
differently. I appreciate the ways Barney (2013) juxtaposed 
ideas about collecting, repositioning, reflecting, and repre-
senting, as he embroidered text and images onto recycled 
bed sheets.  Embroidering text onto the baby dresses 
from the family trunk allowed me to critically consider how 
artmaking saved me (Barney, 2013) in contextualizing my 
identity as curator, artist, researcher, and teacher. Before I 
ruptured the membranes, I thought thinking through my 
mother meant I had to care for, recollect, and hand-down 
these dresses to my daughter like all of the other women 
in my family had done before me.  But in thinking about 
failure differently, and thinking about gendered failure 
differently, I realized I could alter the dresses and think 
about motherhood in more meaningful ways. Once I had 
finished creating works of art out of the dresses, I released 
them and gave them away to colleagues and mentors to 
become fabrications of the art of failure in other research-
er’s stories of becoming.

Figure 209
S k i rt i n g  I s su e s
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Skirting a Pleated Text

Laurel Richardson (2000) describes writing stories 
as “pleated-text” (p. 153), where “The pleats can be 
spread open at any point, folded back, unfurled” (p. 
153).  As she “skirts around” personal narrative, she 
offers “story lines” (p. 154) to contextualize the ways 
researchers are always present in their texts. I decided 
to skirt around the handkerchief collection I used in 
my original photovoice assignment.  Originally I took 
a photograph of the fabrics lined up single file lines 
across my kitchen table (see Figure 60) and titled it, 
How Do I Collect a Cry?  Dwelling in a more creative 
space to consider my tears, I took my collection of 
handkerchiefs into the physical space of the Texas 
Fashion Collection.  I dragged a dress form into the 
middle of the collection racks, into the space where 
the story lines of my curatorial ways of being were first 
shaped, and I created a pleated skirt, and titled it Skirt-
ing the Issue.  I wanted to make a garment rhizomati-
cally, in lines of flight, “whirling skirts of pleated texts” 
(Richardson, 2000, p. 163) as part of my rhizoanalysis. I 
pinned each of my handkerchiefs onto the dress form, 
enfolding one into the next, until a skirt silhouette was 
realized.  Like Richardson (2000), I wondered, “When 
does a project start?  When is it finished?” (p. 162).  
The whole process took only a few minutes, but I had 
arrived back where I started, forever changed. I took 
photographs of the pleated skirt, and then I let it go. 
In the letting go, I was willing to risk de-accessioning. 
I could release my excess. Engaging in arts-based 
inquiry became a transformative experience for me 
as a researcher (Sinner, Leggo, Irwin, Gouzouasis, & 
Grauer, 2006), where making art provided the tools for 

me to use in rupturing the possibility of living differ-
ently (St. Pierre, 2000a). Thinking about the ruptures 
in rhizomatic ways allowed for “a mapping of potential 
assemblages, a storying, retrieving, and linking well 
beyond a tracing of descriptive information” (Lather, 
2000, p. 303). Thinking in rhizomatic ways allows me 
to contextualize and disrupt the waves of feminism I 
offer throughout this work. I realize I have failed up to 
this point to engage reflexively to connect postfeminist 
thought to seek deeper meanings in my practices. I 
have skirted around the pleated text of the fissures of 
my becoming curator journey.

Fail(lure) from a Feminist Perspective

When I identified myself in chapter three as a white, 
educated, straight, middle-class woman who was, and still 
is finding her way, I did not fully unpack the ways I might 
negotiate within, across, alongside, and outside dispa-
rate understandings of feminism(s). This push and pull 
between the various feminist waves created spaces and 
renderings of knowledge that were vital to the creation 
and negotiation of meaning explored throughout the 
dissertation in connection to my pedagogical and creative 
praxis. Catherine Belsey (2002) argues meanings are lived 
and meanings control us:

To reproduce existing meanings exactly is also to 

reaffirm the knowledges our culture takes for granted, 

and the values that precede us—the norms, that is, of 

the previous generation. (p. 4)

I appreciate Belsey’s (2004) call to consider the norms of 
the previous generation, because it forces me to recognize 
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the metaphor of the feminist waves is not linear or chrono-
logical.  Each wave does not represent notably different 
challenges that start and stop in clear ways because they 
each contain opportunities to interrogate feminism, strug-
gle, and social change.  In describing the ways we might 
understand how the waves are historically grounded, 
Amber Kinser (2004) argues, “We cannot move from any 
one place if we do not understand how and why we came 
to it” (p. 141). Kinser (2004) challenges women to find a 
place for themselves in the feminist landscape that attunes 
to second-wave consequences, third-wave phenomenon, 
and postfeminist outcomes, while cautioning that the goal 
is not carefully outlining the differences between waves, 
but rather calling for projects that enable researchers to 
answer questions that need to be asked and to do the 
work that needs to be done for goals of weakening the 
patriarchy and liberating women (Kinser, 2004). One of 
the critical features of this dissertation catalogue is the 
use of narrative to negotiate my space as a curator, artist, 
researcher, and teacher, but I have to go further to disrupt 
the waves or to actually make them crash into my ways of  
knowing.  Kinser (2004) concurs research may use, “[n]arrative 
for exploring how it feels to live a feminist life, how femi-
nism informs and complicates one’s sense of identity, and 
how one stabilizes that identity while being knocked about 
by postfeminist and backlash forces” (p. 137).  Simultane-
ously, Kinser (2004) cautions if feminist fail to articulate a 
voice that distinguishes the characteristics of the waves, 
the consequence may be a “false” or “weak” feminism (p. 
142).  As she asserts everything cannot be feminism, Kinser 
(2004) posits, “My point is not one about silencing others, 
but one about negotiating spaces in ways that help clarify 
which utterances belong fighting other battles outside of, 
perhaps, alongside, feminism” (p. 145). The opportunity 

to distinguish between feminism and feminist acts allows 
me to think about the waves and how I have and haven’t 
unpacked all of my assumptions, listened for silences, 
located gaps, and attuned to difference in my work.  I am 
still living in the margins as a feminist trying to find my way 
and the ways my voice might add to the dialogue. Think-
ing about dwelling in the margins and confronting strug-
gle and social change, Kinser (2004) challenges feminists 
to begin  “[f]iguring out how our own voices fit into the 
current dialogue, as well as what new conversations we 
can start and who will make the most useful contributions 
to those conversations” (p. 147). 

I recognize I have been reproducing meanings in my work, 
privileging my truth or discourse over others.  Adetty Pérez 
Miles (2012) uses dialogue as a device in her pedago-
gy and curriculum, to confront oppressive ideologies or 
norms within the classroom.  In this dissertation catalogue, 
at times, I have unintentionally offered the reader a dis-
course of privileged dialogue as a definitive or authorita-
tive truth without examining the context and meaning of 
my words (Belsey, 2002; Kinser, 2004; Pérez Miles, 2012).  
As I work to unpack the feminist theory in my dissertation, 
I realize the existing meanings of domesticity, nurturing, 
and dependence have shaped where I have been, but I 
also recognize the potentiality of the ways poststructural-
ism might allow meanings to rub up against each other.  
Belsey (2002) offers a definition—“Poststructuralism names 
a theory, or a group of theories concerning the relation-
ship between human beings, the world, and the practice 
of making and reproducing meanings” (p. 5).  In poststruc-
turalism, the meanings of my dress stories can be chal-
lenged and changed (Belsey, 2002; Kinser, 2004; Pérez 
Miles, 2012). I appreciate Pérez Miles’ (2012) reflection, 

396  



185

“Authoritative discourse, no matter how well intentioned, 
produces inflexible boundaries between the discourse of 
the speaker and the discourse of others” (p. 121). I realize 
that in presenting my dress stories, my words are intercon-
nected with the words of others, they are not value-free. 
Pérez Miles (2012) challenges educators to make space for 
discourses that challenge dominant ideology as a process 
to interrogate our practice:

[a]uthoring student perspectives and decentering 

authority do not mean shying away from asking hard 

questions, analyzing controversial topics, or chal-

lenging social practices complicit with oppressive 

norms.  In fact, doing so is necessary to stimulate 

learning environments that forge connections and re-

lationships across difference in which multiple world-

views and differing perspectives are understood and 

valued. (p. 120)

The dialogue I offer in the dress stories stitched through-
out the dissertation were written in 2012 for the Dress 
Stories exhibition and I kept them as they were originally 
offered to the visitors for the reader to see the spaces 
where I failed to mark issues of social class. Returning to 
these stories after the exhibition closed, I realize now I 
silenced the Other and missed the opportunities to be 
more reflexive, “giving voice” to others as I work to enact 
feminism in this work. Leila Villaverde (2008) notes, “Ped-
agogy sits at the intersection of understanding the sys-
tems of oppression, one’s location within these, and one’s 
agency in negotiating such experiences” (pp. 128-129).  
Moreover, critical and poststructural pedagogy alerts 
us to the ways power operates within cultural, historical, 
social, and educational systems (Villaverde, 2008). The 

challenge becomes how education might lead to change 
and nurture critical consciousness in order to figure out 
the relevance of theory in our everyday practice.  “The 
deciphering process is not easy as each student rethinks, 
resists, and constructs his or her understanding” (p. 130). 
I had to continue to read, discuss, and learn to be more 
reflexive in my feminism. Villaverde (2008) adds:

Thinking is a process.  Transformation is a process.  

And these processes are circuitous, not linear or 

progressive in time and sequence; they take time, and 

sometimes painful insights ensue, creating small and 

drastic changes. (p. 132)

This returns me to thinking about the feminist waves as 
being non-linear and the insights I have gained in riding 
them.  Crashing the waves means moving beyond myself 
as a feminist, to think more deeply about myself in relation 
to others. Villaverde (2008) questions, “How does what 
learners read affect their thinking and feeling about others 
and about who they are or are made out to be in the 
multiple contexts they navigate on a daily basis” (p. 133).   I 
can begin to contextualize and recontextualize social class 
differently now that I have taken more time to allow for 
change.

I am privileged and implicated in this inquiry.  As the 
reader, you have already encountered some of my 
stories and more will come throughout the catalogue.  
I invite you to be mindful of the ways I point to issues 
of social class in my narratives as you move through 
these pages. When I recount the story of working as 
intern at the Smithsonian Institution on the First Ladies 
exhibition, it marks my privilege. When I chart the story 
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of my early curating of haute couture dresses from the 
Texas Fashion Collection, it marks my privilege.  When 
I describe working at Laura Ashley and wearing Laura 
Ashley dresses, albeit purchased at an employee dis-
count; when I show readers formal portraits I had taken 
of myself and my daughter wearing our special clothing 
purchased for special occasions; when I note both my 
grandmother and I wore formal dresses made or pur-
chased for our music recitals; when I boast that several 
of my daughter’s dresses came from Neiman Marcus, it 
marks my privilege.  When I retell the story of my moth-
er-in-law having the opportunity to purchase her wed-
ding dress at Neiman Marcus but instead albeit nervous-
ly, allowing her future mother-in-law to sew her dress, it 
marks privilege. When I share the story of my grandfa-
ther purchasing my mother’s wedding dress at Dayton’s 
department store and when I describe my opportuni-
ties to get dressed-up to attend a fundraising gala for 
my daughter’s private preschool, museum exhibition 
openings and leisure class events, it marks my privilege. 
When I recount how clothing was saved and handed 
down from generations of women in my family and 
didn’t interrogate the differences between things hand-
ed down and hand-me-downs, it marks my privilege. 
When I note that my graduation dress was expensive, 
my prom dress was a significant purchase, my wedding 
shoes cost $100, and that I hired a notable Dallas fash-
ion designer to create my wedding dress—these are all 
stories of my privilege. Interestingly, when I wrote these 
stories in 2012, I did not realize I was addressing social 
class, by not addressing my privilege in my narratives. I 
was so focused on offering my lived experiences in my 
clothing, I did not consider the ways I was not engaging 
with the Other and their clothing. These were my dress 

stories, but in inadvertently glossing over and neglect-
ing important social class issues imbued within them, I 
was not listening for other’s stories in relation to mine. 

I recognize I was privileging my truth and dominant 
discourse over another (Pérez Miles, 2012). Pérez Miles 
(2012) questions our responsibility to not passively 
listen to voices that perpetuate oppressive ideology, 
calling for educators to bear witness to marginalized 
voices of the poor, working class, people of color, and 
women. In retrospect, when I look in the margins of my 
curator, artist, researcher, and teacher spaces, I can now 
find examples of potential opportunities to critically 
engage.  Skirting a pleated text allows me to critically 
feel the reverberations of what was lost and found in the 
findings of my study.

When I first unpacked hoarding at the start of this inqui-
ry, I failed to consider the ways collecting impacts social 
class. Steketee and Frost (2011) assert that hoarding 
crosses class margins and for the six million Americans 
affected by the syndrome, both the wealthy and the 
extreme poor hoard possessions. They describe wealthy 
hoarders like mother and daughter, Edith and Edie Bou-
vier Beale who lived in an East Hampton mansion called 
Grey Gardens that would eventually be condemned for 
its unlivable state in contrast to stories of people grow-
ing up with so little that hoarding was a compensation 
device for living differently by acquiring massive amounts 
of stuff. Even on television programs like Hoarders and 
Hoarding: Buried Alive, the case studies of people who 
collect unmanageable amounts of belongings include 
stories of wealthy, middle class, and poor people all 
struggling to dig their way out of their collections. 
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I have to account for the fact that while I offer readers a 
story of thinking through my mother's in my inquiry, this 
work does not think through all mothers. It is the story 
of six generations of mothers from my privileged point 
of view.  It is a story, but it is not the story. In an inquiry 
that positions the importance of clothing in my iden-
tity construction, then where in the work do I unpack 
the reality of those who actually construct the clothing 
I trouble?  What of the garment industry that perpetu-
ates the unfair treatment of women, men, and children 
who are forced to work in deplorable conditions around 
the world to meet the supply and demand of our dress 
desires?  Who are the women, men, and children and 
what are the stories of their practice sewing clothing for 
low wages in unsafe environments in the face of violence 
and inhumane treatment?  I work to unpack my practices 
as a curator, artist, researcher, and teacher in this inquiry, 
but I have not fully unpacked the social class issues of 
women and their work in a larger system that reproduces 
meanings that control us and define values and norms 
in our culture. In chapter four, I offer readers a long list 
of curatorial practices I performed in the curating of 
the Dress Stories exhibition. I assert that I was forced to 
perform the labor of doing curating—even cleaning the 
gallery, emptying the trash, and mopping the floor. I am 
suddenly the Other sharing the work in this list of work 
tasks. I invite you as a reader when you arrive at the list, 
to consider what it means for me to describe myself as a 
worker, a laborer in those practices. How might I position 
or reposition myself as a laborer who cleans as a curator 
beside and between other voices of women who work 
as cleaners?  What are the implications for poststructural 
feminist analysis if I were to re-work what my working 
means in these margins? 

At the beginning of the inquiry, I assume I am not like the 
women whose clothing I have curated in my past. When I 
curated the Haute Couture exhibition, I included a dress 
that originally cost more than $35,000 and was worn only 
one time. I couldn’t see my lived experience relating to the 
experiences of the wealthy women represented in the ex-
hibition who could afford to dress in such lavish clothing.  
I felt I was the Other in relation to them. But by the end 
of this inquiry, when I eventually donate my Laura Ashley 
clothing to the Texas Fashion Collection, I too enact my 
privilege as a donor.  While my entire gift to the collec-
tion is only valued at $3,500— in relation to the Other, my 
collection still constitutes my privilege. Moreover, as I think 
about the ways I reproduce myself in the remainder of 
this chapter, I realize as a costume curator, I am constant-
ly perpetuating the fashion industry—where social class, 
commodity, and clothing require more questions of our 
consumer culture.  I also question who even gets to curate 
clothing in relation to feminism and activism? When Myra 
Walker and I curate exhibitions for the Texas Fashion Col-
lection, are we persuading visitors to change their beliefs 
about the fashion industry or emancipating women from 
their clothing? And is that what poststructuralism calls us 
to do in our pedagogy? These are significant questions 
as I am still becoming as an emerging feminist curator.  
Villaverde (2008) reminds us, “Poststructuralism as a social 
theoretical position offers deconstruction as a vital tool 
in peeling away layers of competing tensions and knowl-
edge claims” (p. 129). I have to keep peeling away the 
clutter in my messy transformation as a feminist curator.
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C h a p t e r  7
In Uncaring –  

I Am Free
Filled with the Good of Care

This inquiry began with my maps into curatorial ways of 
knowing and continues by mapping future journeys for 
the field of art education to engage in curating and caring 
in meaningful ways.  As I imagine the implications for 
the field, I return to my curatorial ways of being.  If curat-
ing means to “care for,” then mapping a cartography of 
becoming curating requires a new kind of care theory in 
relation to the ways we care for collecting ourselves.  Aoki 
(Pinar & Irwin, 2005) posits:

Teaching is truly pedagogic if the leading grows out of 

this care that inevitably is filled with the good of care.  

Teaching then, is a tactful leading that knows and fol-

lows the pedagogic good in a caring situation. (p. 191)

Thinking about caring for pedagogic ways requires a closer 
look at who is a curator and why does caring for matter? Are 
we to assert that everyone is a curator, that everyone has the 
power to curate?  Ruitenberg (2015) suggests curating in the 
21st century should attune to contemporary art curating and 
not the historical sense of curating as care-taking and car-
ing for objects.  But I disagree.  I think 21st century curating 
should include conversations of both traditional and con-
temporary curatorial practices.  Before we name our students 
and visitors as curators who filter and frame information, we 
need to allow for spaces to address caring for objects as 
curators in our curriculums of practice.
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Thinking through curating as a discipline is not a new idea 
for me.  In the ‘90s, I was a graduate student researcher 
and intern at the North Texas Institute for Educators on the 
Visual Arts (NTIEVA), one of the six regional institute con-
sortia of The Getty Education Institute for the Arts charged 
with disseminating discipline-based art education’s com-
prehensive approaches for transforming teaching, under-
standing, and making art (Wilson, 1997). In my work at the 
National Center for Art Museum/School Collaborations—
the specialty program of the NTIEVA—we approached 
teaching about art through the four disciplines of art 
production, art history, art criticism, and aesthetics (Smith, 
1989; Wilson, 1997).  The NTIEVA staff modeled how pro-
fessionals worked in and through the four disciplines while 
challenging classroom teachers and students to also work 
as artist, art historian, art critic, and aesthetician.  I wonder 
if my interest in asking teachers, students, and museum 
visitors to think through the discipline of curating and to 
assume the role of curator was in fact shaped by my time 
at working at NTIEVA and the multiple roles art educators 
were encouraged to take on.  But what might the possibili-
ties be to think of curating in undisciplined ways?  

I look again at my curator t-shirt (see Figure 210) and I 
don’t feel like a superhero curator anymore.  Throughout 
this inquiry, I have found myself uncertain, vulnerable, 
and wounded. I am anxious giving up my certainty of 
knowing as a curator.  As a superhero curator, my kryp-
tonite has been the water throughout this inquiry. I have 
not just been scared of the water, I have been afraid of 
the water—the amniotic fluid gushing between my legs, 
the gallery ceiling leaking, and of my own crying.  Super-
heroes are not supposed to cry.  But I was not too big to 
fail as a curator.

Dress Story
Black t-shirt with 
curator logo, 2001

This t-shirt was included in 
the Dress Stories exhibition, 
but not where visitors could 
see it.  It was rolled-up and 
tossed into the Closet of 
Curiosities, but it was there. I 
got this shirt as a promotion-
al gift in the exhibition hall at 
the American Association of 
Museums’ annual conference 
in St. Louis in 2001 when 
I was the director of a chil-
dren’s museum.  I received 
the shirt from a vendor I was 
talking to about assisting my 
museum in mounting a new 
hands-on interactive exhibi-
tion. I always liked how the 
logo looks like a superhero 
emblem, as though a curator 
has bionic powers to curate 
and care for artifacts and to 
mount exhibitions. Wearing 
this t-shirt somehow allowed 
me to join the Superman 
mythos and perform as a 
super woman curator in pow-
erful ways.  It forces me to 
think about who is a curator 
and who has super powers 
to curate.

Figure 210
C a n  I  b e  a  Su pe r h e ro?
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My crying allowed for the possibilities for other openings.  
In these openings, I began to find what’s been lost along 
the way. My tears came in the most vulnerable moments 
of my transformation.  Through caring and crying, I was 
forced to feel the wounds of my becoming curator. Kind 
(2006) calls for educators to hold their wounds and failings 
and allow them to speak. Becoming curator allowed me to 
feel my wounds, to collect and recollect my cries, to hold 
and let go.  I think about my original photovoice assign-
ment when I documented my handkerchief collection (see 
Figure 60) and how these pieces of cloth have held my 
tears, the tears that came—when I first heard a/r/tography’s 
call, when I laid out the web of infant clothing spanning 
multi-generations of mothers in my family, when I released 
my excess to create the Closet of Curiosities, when I dis-
covered and recovered from the gallery flood, and when I 

Dress Story
Peacocks ivory lace 

brocade wedding sti-
letto pumps with silver 

glitter trim, 1961

My mother-in-law, Genie 
Long McCartney gave my 

daughter, Elizabeth her 
wedding shoes for playing 

dress up.  Elizabeth takes 
great delight in creating 
fantastic ensembles and 

teetering around the house 
in these sparkly stilettos.  I 

think it makes Genie happy 
to see Elizabeth perform 

in her wedding shoes.  For 
Elizabeth’s 7th birthday, she 

had a dress up theme party 
and she wore Genie’s shoes.  

Figure 211
Pl ay i n g  Dr e s s - U p

Figure 212
Pl ay i n g  f or  K e e p s
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ruptured the membranes of my prom dress. Each of these 
profound moments were done through my tears—in the 
moments that I began to think about curriculum and ped-
agogy in vulnerable ways.  I began to reconsider the ways 
I find and keep, lose and weep in my work and why these 
vulnerable moments matter. Kind (2006) posits, “[t]o hear 
curriculum in a new key we are obligated first to listen” (p. 
159).  I would add, to curate curriculum in a new key we 
are obligated first to care.  

Dwelling on Care a Little Longer

Stinson (2008) suggests there are connections between 
curating and curriculum development in that educators 
curate curriculum rather than create it, selecting some ele-
ments and discarding others to create new ways of experi-
encing and seeing material. I agree but take the curatorial 
further by troubling the notion of caring in order to expe-
rience and see material objects in meaningful ways—that 
objects are imbued with curricular and pedagogical po-
tentiality.  As I’ve articulated in these pages through image 
and word, caring for objects starts at home—their curricula 
work on us across sites and time. My childhood dwelling in 
Paula’s home informs and grounds my living, curating, and 
teaching.  My museum home informs my living. My hospi-
tal home informs my living. But curating informs my living 
too as it provides a mode of discernment, connection, 
categorization, (re)presentation, archive, material narrative, 
and reproduction that makes meaning of my living in ways 
that parallel curriculum.

The lessons in the threaded objects and my choices of 
care for them leave their traces on my life past, present, 
and future.  There are objects in my collections at home 

that I keep stored away in archival tissue paper and acid 
free boxes.  But there are also items that I touch and use 
in non-archival ways.  My daughter plays dress-up with 
some of the clothing and accessories in my collection of 
stuff (see Figure 211). Outside of Elizabeth’s bedroom, 
I created a play room to store a collection of clothing for 
her to use in her creative play (see Figure 212). I like how 
the racks of clothing and tubs of accessories remind me of 
the storage facility for the Texas Fashion Collection.

I realize I can’t care for every object I own as a curator and 
how uncaring of myself and the ones I love that might be-
come.  I am willing to use and even abuse some of my col-
lections in (un)caring acts that rupture outmoded priorities 
and reignite curating as an active mode of re/deconstruc-
tion for me.  I have to make decisions about which objects 
are significant and which ones are not, or rather, which ob-
jects I will conserve and which ones I will not—this process 
is now more porous as my objects are reused to transform 
today instead of just preserve yesterday.  I was trained as 
a curator to care about objects, whether they are mine or 
someone else’s. Because I care, I can care about, but this 
doesn’t mean that in caring for objects the objects care for 
me or that caring for objects on their own is a caring act 
for the owner—the pull towards care has been unsettled for 
me as I consider the implications of why I care.  

Again, the waves of feminism wash over me and begin 
to wash away my cherished things and roles as a curator 
and a mother. In order to turn and re-turn I allow for care 
theory, thinking through our mothers, poststructuralism, 
performativity, and gendered failures to provoke the 
openings of this inquiry. My mother taught me about 
caring for collections, caring for clothing, and caring for 
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home. But traditionally, we don’t address this kind of 
caring in our schools.  Noddings (1984, 2002a, 2002b, 
2005, 2006) asks, where in our curriculum do we teach 
the history of motherhood and address the caring for our 
dwellings and our possessions?  Noddings (2006) worries 
how we prevent students from being scornful of home-
making and the drudgery of housework if we don’t reveal 
the realities of home: “I mean, who’s going to do the shit 
work?” (Noddings, 2006, p. 83).  When do our collec-
tions at home become a burden?  Can we have too many 
possessions which require more work than we are willing 
or able to do to care for our belongings? I am also drawn 
to ask, How do we prevent curators from being scornful of 
the drudgery of caring for collections?  Who does the shit 
work of curating, of cleaning up the messiness that comes 
with caring for objects and exhibition spaces?  I recall be-
ing called to the gallery when the Dress Stories exhibition 
flooded, of moving trash cans to collect water seeping out 
of the ceiling, of mopping up pools of water on the floor, 
of wiping down platforms, and redressing the damaged 
garments I care deeply for in order to perform curating 
and I ask how those practices become an extension of my 
Self, and more, how do these practices require more than 
I can give?  At some point, will we give up and let go of 
our possessions?  What might happen in spaces where we 
release our excess and shift our ways of being in relation 
to our stuff?  Ultimately, I wonder how uncaring towards 
objects might be an act of self-care?

This returns me to thinking about the Laura Ashley dwell-
ing and the home I attempted to create as an extension 
of myself in the Dress Stories exhibition.  In fashioning a 
room of my own (Woolf, 1929), I had not interrogated what 
the room meant to my work as a curator, artist, researcher, 

Figure 213
L et t i n g  Go

Figure 214
R e l e a s i n g  E xce s s
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and teacher.  I worked so hard to dwell in a home full of 
sweet roses and feminine touches, I missed the oppor-
tunity to dwell on what that Laura Ashley home signified. 
It was a means of covering up, masking, and veiling my 
understanding of home.  When the Dress Stories exhibi-
tion closed, I was able to finally let go.  I donated my Laura 
Ashley clothes to the Texas Fashion Collection.  My Laura 
Ashley hats now reside in an archival box labeled number 
175 (see Figure 213) stacked on a shelf along the back 
wall of the collection’s storage facility.  The clothes no 
longer occupy space in my dwelling and now dwell in and 
hang amongst thousands of other people’s dress stories, 
waiting to be used by and for other researchers (see Fig-
ure 214).  My clothing is marked by accession numbers 
2013.007.001 through 2013.007.014 in the Texas Fashion 
Collection’s holdings.  I received a receipt of gift, trans-
ferring unconditionally by way of my unrestricted gift, all 
rights, title, and interest in the objects.  While these clothes 
are valued for their monetary worth, it was the other 
clothing in the exhibition, and the artworks I created after 
the exhibition that were truly my becoming-clothing—the 
clothing that is invaluable to my becoming.  I had to pause 
my inherited curatorial modes of care through intentional 
acts of uncare in order to reappropriate these objects for 
alternative use values in order to care better for myself and 
to reinterpret my curatorial obligations.

Modes of Care

The field of art education asserts matter matters (Bolin & 
Blandy, 2011) particularly through the encouragement 
of art educators to take up teaching visual culture and 
materialism (Duncum, 2006; Freedman, 2003) in mean-
ingful ways and interpret the significance of the objects 

embedded in our social lives (Smith-Shank, 2004).  In light 
of this mandate, I question how might curating and caring 
for our home and our possessions inform our practice as 
curators, artists, researchers, and teachers? What are the 
objects in our homes that become an extension of our 
self and, more importantly, how do we teach our children 
and students to care for and cherish those objects in ways 
that might invite modes of care for the self and other?  
“We consider the house a physical place, together with its 
objects in well-studied encounters with objects, children 
learn from cherishing” (Noddings, 2002b, p. 150).  I argue 

Figure 215
I f  N o  On e  C a r e s
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the possessions I collect, display, and care for in my home 
are the very possessions that construct my identity as cura-
tor, artist, researcher, and teacher. Correspondingly, I could 
state that what I cherish in my curricular and pedagogical 
decisions as an art educator reflect my historical and be-
coming identities. I am constantly forced to decide what of 
the clutter to keep and what to release from my home, just 
as I am continually shifting through my curricular priorities. 
“Is it an object to be treasured or discarded?  Studied or 
ignored? Given a unique place or replaced by a dupli-
cate?” (Noddings, 2002b, p. 163).  How do we learn to 
care for objects and more importantly how to select which 
items to cherish?  “Children learn to care for things as they 
watch adults exercise care and are invited to participate in 
care taking” (Noddings, 2002b, p. 165). Again, curricular 
and pedagogical acts do the same—students value what 
we teach them, ignore what we ignore, and in this way 
education, like curating, is about a limiting of the possible.

I learned to care for things as a child in living in Paula’s 
home and later I learned to care for things in a muse-
um while I implied what students should care for as an 
art and art museum educator. “In turn, encounters with 
everything in a home shape the children.  What is learned 
at home serves to guide their lives as they wander and 
begin to reshape the world” (Noddings, 2001, p. 31). 
For six generations, mothers in my family have shaped 
daughters in my family by continuing to care for clothing 
artifacts.  The Dress Stories exhibition would not have 
been possible if the women in my family had not cher-
ished the clothing left to them.  As I think back through 
my mother, and her mother, and her mother’s mother 
(Grumet, 1988), I realize I have cherished and cared for 
our shared collections and I have also uncherished and 

Figure 216
C a r i n g / U n c a r i n g  f or  

H a r r i et  E l l i s
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uncared for our shared collections as a curator, daughter, 
and mother.  Was I unthinking through my mothers in un-
caring as a curator? I cared about Harriet Ellis’ wedding 
dress and included it as the oldest artifact in the Dress 
Stories exhibition. But I inadvertently uncared for Harriet 
Ellis’s wedding dress when it was ripped open in the gal-
lery flood. I cared for my daughter and her fancy dresses 
I hung in the exhibition.  But I uncared for my daughter 
when I worked so hard to keep up the appearance that 
I was a good mother by prioritizing her clothing and the 
ways she looks to the world. I uncared for her as a pos-
session I cherish and put on display.  

It was important for me to take my daughter on a tour of 
the exhibition the day it opened (see Figure 217) and 
to allow her to see her clothing placed along side of my 
clothing.  Our dress stories are already interwoven.  She 
could look across the gallery from her dresses to Harriet 
Ellis’s dress and embark on her own journey of becoming 
curator.  I have to prepare for the day she may repudiate 
that identity and choose to unbecome curator or to uncare 
for the clothing I leave her.

My transformational becoming as documented in this 
dissertation would also not have been ignited and sus-
tained if I hadn’t interrogated into the messages inherited 
within the threads and limitations of specific modes of 
cherishing—I needed to be allowed to betray my inheri-
tances in order to better care for myself.   We need to ask 
what is care teaching us and what is the curriculum of care, 
starting with the messages handed down within what we 
currently care for—students, artists, curators, educators, 
mothers, and daughters alike.  How can care for objects 
actually stunt or extend our growth and/or care for self 

and others?  How does the clutter blind us to its transfor-
mational potential and limits?  How might we better listen 
for the calls of the cloth?  This dissertation has mapped 
my processes of attunement and expurgation towards a 
reinvention of my identities and their associated modes 
through clutter and cloth.

But what does that mean to our teaching and how does 
caring become pedagogical? Noddings (2002b) cau-
tions, “[m]ost of us learn care in homes.  When this does 
not happen, the school must be a second home” (p. 
167).  Might the museum be a second home as well to 
teach lessons of caring or are they already relaying that 

Figure 217
C a r i n g / U n c a r i n g  f or 

E l iz a b et h  E l l i s
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message loud and clear?  Cherishing is taught or inher-
ited by example (Noddings, 2002b). I learned to cherish 
things by watching my mother cherish things—so many 
things.  I relearned for objects through experiencing mu-
seums as a young visitor.  I learned by example.  Growing 
up, things enriched our lives.  Now I wonder how I model 
cherishing to my daughter?  What am I teaching her 
about caring for things in our home and how might this 
impact her becoming and self-care?  

The last artifact I installed in the Dress Stories exhibition 
was a framed baby shirt from the family trunk (see Figure 
215).  Because the family trunk had been left outside in the 
hot Texas climate for many years, the clothing inside of it 
was considerably damaged.  My mother would assert she 
still cherished the clothing even though she was unable to 
care for it. The baby shirt I framed in the exhibition shows 
evidence of its decay.  On the glass protecting the dam-
aged cloth, I placed vinyl lettering posing the statement, 
If no one cares, will the openings become holes in our 
stories? Might such holes be the sites for self-care? Being 
unable to care for the baby shirt is not the same thing as 
uncaring for the baby shirt. Uncaring is purposeful.  Uncar-
ing marks a turn and a return to see anew.   Uncaring offers 
the possibility of other openings for our own change.

Caring for Objects to Care for Self

“Objects do not cry out in pain, exclaim in joy, or ex-
press love for us.  But how we treat things has an impact 
on both human and non-human life” (Noddings, 1992, 
p. 139).   It is this impact on my human life that informs 
my research. I felt genuine pain when the Dress Sto-
ries exhibition flooded and my cherished objects were 

damaged, but the emotions are not reciprocal from the 
objects.  If we don’t receive from our objects—if they are 
uncaring—then why should we care about them?  In the 
case of my interrogations within this study, examining this 
very conundrum of caring for the uncaring propelled me 
to reconsider my identities, roles, modes, and priorities in 
profound acts of self-care.  But I had to be willing to ask 
difficult questions of myself and my possessions—it was in 
these crossroads that my objects and myself were thrown 
into transformational modes of becoming. As curators, 
artists, researchers, and teachers, how might we guide 
conversations about caring for cherished objects and 
model for our visitors and students ways to ask difficult 
questions of our possessions and ourselves?

In order to determine an object’s worth, should we first 
attune to its purpose?  How important is it to teach the 
proper use of objects?  Noddings (1992) challenges ed-
ucators to consider objects—examine their form, ask why 
it was designed, trace its development, learn how things 
work, and determine criteria to judge them and ask if they 
are aesthetically pleasing. How important is it we use ob-
jects for their intended purposes?  In Montessori schools, 
teachers insist objects have a proper place of storage and 
children must return objects when they are not in use.  
“There is a love of order, of physical order and grace to the 
proper use of objects” (Noddings, 1992, p. 140).  Consid-
ering the proper use of objects seems especially relevant 
in art education as there is increased interest in incorporat-
ing visual culture and material culture into our curriculums 
and pedagogy.  But care theory can only move this inquiry 
so far.  This is where the curatorial shifts to become peda-
gogical, where the care might transform the curatorial. My 
curatorial contribution is not only caring as a curator, but 
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also as an artist, researcher, teacher, and mother.  I cannot 
undervalue the notion of the misuse of stuff.  When I threw 
objects into my Closet of Curiosities, was I not misusing 
my cherished possessions? Misusing objects provoked 
my understanding of uncaring as a curator. A/r/tograph-
ic curating helped me to uncare as a way of healing.  It 
became a way for this curator’s caring to be transformed 
as uncaring.

In 1997, when I curated Suiting the Modern Woman, I 
asked fashion designer Richard Brooks to sign the mat on 
this photograph depicting the two of us at the exhibition 
opening reception (see Figure 218). This image has hung 
in my home for almost twenty years as a reminder of my 
curatorial beginnings and as a challenge to see where my 
curating might take me in the future.  But when Brooks 
said he looks forward to my curatorial talents and skills 
taking me far, he is referring to my authoritative, superhero 
skills taking me far.  In patriarchal terms of success, I didn’t 
get that far. All these years later, I am not a senior curator 
at a large prestigious institution.  However, in a/r/tograph-
ical ways, I have come a long way from the curator I was 
in 1997.  I think about the 275 steps I performed in the 
punch list during the curating of the Dress Stories exhibi-
tion. I controlled those steps as curator, trained as a cura-
tor within my discipline. If this inquiry had stopped when 
the exhibition was over, the punch list might serve as the 
final word on what the curating meant to my becoming.  
In post-qualitative work the researcher releases control to 
discover new ways of being. The exhibition occurred in 
the middle space of the research. What came before and 
what came after the exhibition were both significant to 
my identity as a curator.  I am not the same curator now. 
In a/r/tography, researchers speak of being changed and 

transformed.  My transformation as a curator, artist, re-
searcher, and teacher came in small steps in unexpected 
and unknown ways.  My feminist performativity as curator 
shifted to allow for different performances of caring and 
uncaring where I was forever altered. My future curating 
will be changed.  My past baggage as a curator is subvert-
ed now in uncaring—in the spaces I turn curating inside 
out—along the curatorial turn, the museum education turn, 
the feminist turn, the visual turn, and the material turn.

Figure 218
You ’ v e  Co m e  a  Lon g  Way
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When Matter Matters More

While I agree that material culture matters to art educa-
tion (Bolin & Blandy, 2011), this dissertation works to go 
even deeper into my autobiographical understandings 
of how and why material matters in my practice as a 
curator, artist, researcher, and teacher. In order to move 
forward, I had to be willing as a curator to take what 
Barbara Bolt (2013) calls a material turn, where “new 
materialism aims to return to matter” (p. 3).  In thinking 
about matter differently, I began to locate what material 
matters most in this c/a/r/tographic inquiry. Kind (2006) 
suggests, “I release the familiarity so that in the release 
it can become something else” (p. 144). I was willing to 
release the familiarity of curating and caring for cloth so 
it might become something else in uncaring for material 
in the same old ways.

Barnard (1996) employs Lévi-Strass’ definition of brico-
lage, as a process that “uses the ‘remains and debris’ of 
events, ‘odds and ends’, ‘fossilized evidence of the history 
of an individual or a society’, for its constructions” (pp. 
166-167) and as a way to explore fashion and clothing in 
postmodernity. Correspondingly, Pinar (2001) notes the 
ways bricolage allows for an interdisciplinary approach to 
research.   Throughout this inquiry, I weave connections 
between bricolage and visual culture material through my 
practice as bricoleur in the roles of curator, artist, research-
er, and teacher.  I wonder in my efforts to collect myself, 
how the clothing I wear and retain may be used in the 
future?  Barnard (1996) asserts, “[b]ricolage has a motive: it 
is interested in creating new meanings” (p. 167).  Clothing 
has no inherent meaning, but rather clothing is culturally 
defined (Davis, 1992; Ferris, 1994; Fox & Schlegel, 2005; 

Hollander, 1994; Lurie, 1981; Steele, 1989a, 1989b).  This 
inquiry offers my definitions and personal meanings in my 
clothes I collect while it concurrently unpacks and subverts 
those very inherited meanings. This dissertation allowed 
me to curate love, loss, and what I wore (Beckerman, 2005; 
Ephron & Ephron, 2008) and the ways I have been wound-
ed by the things I hold dear. Assuming the role of collec-
tor, border dweller, and bricoleur, I tried to undo dress 
using postmodern tools and visual culture material from 
my lived art educator experiences.

Kincheloe (2005) challenges bricoleurs to try “focusing 
on webs of relationships instead of simply things-in-
themselves” (p. 323). I invited the unfolding of contexts 
in the ruins of my collections in the inquiry.  I continually 
identified my relationships to the clothing in the exhibi-
tion, rather than just pointing to objects as examples of 
types of dress or predetermined cultural definitions. I was 
reading and deconstructing my clothing as texts, locating 
binary oppositions, listening for discursive dialogues, 
attuning to difference, and allowing for new ways of 
performativity as a feminist curator. While each of these 
acts was critical to the ways I understood my relationship 
to the material of my inquiry, adding the binary opposite 
of caring and uncaring was especially unexpected at 
the start of my journey becoming curator. Allowing for 
uncaring as a curator forced me to deeply reconsider the 
ways I might use and be used by my possessions in ways 
wholly unlike the curator I was at the beginning of this 
study. Art education students need to realize uncaring is 
impactful.  In uncaring, art education might begin to take 
on Nel Noddings' notions of caring for self and caring for 
objects in proper ways as the basis to appreciate caring 
and uncaring in our field.
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When Kind (2006) altered her family handkerchiefs, 
aprons, and tablecloths as a visualization of the grief and 
loss she experienced, was she using the objects properly?  
When Riddett-Moore (2011) altered her wedding dress to 
render the betrayal she experienced, was she using ma-
terial appropriately? When I ruptured the membranes of 
my prom dress, was I working the textile correctly?  While 
we were not using or caring for the objects as a curator is 
trained to use or care for objects, we were in fact caring 
for our cloth.  I am not calling for the abandonment of the 
curatorial, where all cherished objects and material are 
destroyed but rather, calling for spaces and opportunities 
to consider when and how and why some matter might 
matter more if altered in profound and uncaring acts of 
misuse. In a/r/tographic ways, might we care even more 
deeply for the material by altering it from its original pur-
poses?  Bolt (2013) suggests, “[a]rt is a material practice 
and that materiality lies at the core of creative process” 
(p. 5, italics in original). Altering our materiality, invoking 
the material turn allows for creative curating in potentially 
profound pedagogic ways. As Noddings (1992) cautions:

We do not want our children to spend their day 

polishing and protecting their possessions, and we 

certainly want them to use their possessions freely 

(as Montessori said, freely and properly) but we want 

them to see that the future pleasures or use depends 

on care. (p. 145).

I would argue pleasure, or more transformation, might 
come from not using our possessions correctly or avoiding 
their reuse with the aim of protection so much as being 
used by our possessions or allowing ourselves to be called 
into misusing such materials for our mutual transformation.  

Bolt (2013) recognizes artistic practice is never fully known 
in advance.  Similarly, I could not anticipate the ways I 
would alter my clothing objects before dwelling in this 
inquiry for an extended time.  It took time to listen for per-
formative utterances. I challenged my past ways of being 
and becoming, of caring and uncaring.

My costume curatorial training included learning how 
to handle, store and exhibit objects in the least-harmful 
means possible.  I learned about the ways direct lighting, 
air temperature, exposure to elements, insect infestations, 
mold, smoke, water, and physical contact could irreversibly 
alter an object’s integrity.  I was influenced by the ways  cu-
rator Edith Mayo reconceptualized the First Ladies Collec-
tion in the exhibition First Ladies: Political Role and Public 
Image as a space to teach visitors about textile conserva-
tion by displaying damaged dresses that had not been 
properly cared for as a cautionary tale for curators and 
collectors of cherished objects.  Including the damaged 
baby shirt (see Figure 215) in the Dress Stories exhibition 
was one way I offered a cautionary tale if we don’t care for 
the objects we hold so tightly to. Do we need hands-on 
practice to learn how to care for our possessions?  I am 
forced to also ask why does touching objects and being 
touched by objects matter?
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The idea of hands-on practice forces me 

to remember all the times I could not place 

my hands on Elizabeth in the hospital.  Many 

days the doctors would affix a small sign to 

the outside of her incubator bed reading, 

“Min-Stim” as a warning her body could only 

tolerate “minimal stimulation,” and the very 

touch of a hand, of my hand, could cause 

her body pain or distress. Even when Eliza-

beth was not on minimal stimulation, I could 

not touch her until my skin was sterile.  After 

signing-into the NICU nurse station, I had to 

go into a special room designated only for 

hand washing.  I had to remove my wedding 

rings and pin them on a large safety pin onto 

my shirt. I had to take off my watch.  I had to 

stand at a large industrial stainless steel sink 

and pump antibiotic soap into my palms. I 

had to activate the soap with a hard, coarse, 

fingernail brush and scrub under my finger-

nails, on my palms, on the back of my hands, 

and on the front and back of my forearms up 

to my elbows.  There was a large clock hang-

ing over the sink and I was forced to watch 

the second hand slowly tick by for three min-

utes while I scrubbed-away all evidence of 

my living traced on my skin.  After hundreds 

of visits to the NICU to care for Elizabeth, my 

hands were chapped and cracked.  The soap 

smelled bad and caused my flesh to turn red 

and burn. I worried Elizabeth would associ-

ate the smell of the soap with the smell of 

my skin in our first touches together.  I wait-

ed and waited for three minutes of scrub-

bing my hands to pass so I could go to Eliz-

abeth’s bedside and place my clean fingers 

into her incubator and reassure her I was 

there. I had returned to care for her in the 

only sanctioned mode provided to me.

Turning: To Touch
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Figure 219
Ta k e  M e  By  t h e  H a n d

I think about my hands-on practice as a curator assem-
bling mannequin body parts in exhibition installations 
(see Figure 219).  Somehow a pile of hands and arms 
on the gallery floor seem more like empty bodies forcing 
me to consider my own corporality as a curator and the 
limits placed on the body in care (Archer, 2004; Deleuze & 
Guattari, 1987; Entwistle, 2000; Springgay, 2003). Perform-
ing the hand washing ritual in the NICU also reminds me 
of the ritual of wearing curatorial conservation gloves.  At 
the Texas Fashion Collection, I wore white, cotton, ster-
ile gloves to ensure the oil and dirt on my hands would 
not harm the historic clothing I touched and cared for.  Is 
hands-on care the same if your hands can not actually be 
on what you care for because your hands can deliver both 
care and uncare?  Should we trouble the idea of our hands 
and the ways we touch and are touched by the objects we 
touch and care for?  And if your objects are not in a muse-
um’s collection, does the ways we touch them even mat-
ter?  In response I was moved to curate a selection of my 
collection of gloves and render them to think more about 
touching (see Figure 218). From left to right they included 
Elizabeth’s Easter glove, a crocheted glove I wore when 
I worked at Laura Ashley, a mitten from our family trunk 
made by my great-great-great grandmother, Harriet Ellis 
in 1865, a cotton conservation glove, and a plastic surgical 
glove like the ones I used to administer Elizabeth’s eleven 
medications a day when she first came home from the hos-
pital.  Together, these hands—these hand-me-downs—help 
me construct my curator, mother, and gendered identity.

The word bricoleur can also describe a handyman or 
handywoman (Pinar, 2001).  I like thinking about myself 
as a handywoman and imaging how I might continue 
to touch and be touched by objects. How do we call for 
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more stories of caring and uncaring for objects and self 
in classrooms and museums?  How might my mothering 
story of caring for my child offer steps for others to learn 
to care in more profound ways, as an assemblage of our 
lived experiences (Kincheloe, 2001, 2005)? What of my 
uncaring as curated in this catalogue?  As I look at this 
image of my collection of gloves, I realize they are limp 
and lifeless without a hand to fill them.  These pieces 
of cloth are empty and empty-handed.  I wonder what 
it might mean for me as a curator to allow my hands to 
become empty—to release and let go of caring—to let 
go of holding on to objects so tightly—to let go and take 
more chances.  To turn away from past paths of curato-
rial success taking me far—to future failures taking me 
further.  Letting go was the way I was healed in uncaring 

Figure 220
M y  H a n ds  a r e  E m p t y

Figure 221
H a ppi n e s s  I s …
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in this inquiry—letting go of guilt, letting go of shame, 
letting go of the weight of keeping secrets and keep-
ing stuff, letting go of appearances, letting go of some 
of me.  Letting go allows spaces for gendered failure 
(Halberstam, 2011) in curating. Unmaking, undoing, un-
becoming, and uncaring affords new ways of becoming 
and unbecoming curating.  In uncaring might I be free 
of the massive clutter that keeps me from seeing and 
from being?  “The goal is to lose one’s way, and indeed 
to be prepared to lose more than one’s way” (Halbers-
tam, 2011, p. 6). Might uncaring and failure become my 
curatorial way of life?  How might I map the terrain of 
taking chances, of improvisations, of getting lost and of 
letting go in order to finally be free?

Freeing in Assemblage

Richardson (2011) suggests, “[a]ssemblage describes 
an ongoing process of the construction of territories, or 
territorializations” (p. 7). This inquiry became a territori-
alization of motherhood and it required a new arrang-
ing of the bricolage. I had access to a university gallery 
space to contextualize the curatorial.  But where might 
educators perform curating in their classrooms?  Mi-
chael Corris uses a room behind his office at Southern 
Methodist University to create The Free Museum of Dal-
las as a conceptual project where the location is not as 
important as the state of mind it evokes (Simek, 2010).   
Corris challenges the idea of museum spaces and 
assumptions about performing the museum in non-tra-
ditional galleries.  Might educators also create free gal-
lery spaces, freeing gallery spaces in their classrooms 
for students to assemble material evidence to chal-
lenge the curatorial, caring, and uncaring in interesting 

ways?  I performed the act of fitting disparate objects 
together during the curating in order to better under-
stand their materiality and possible recontextualization.  
Gannon and Davies (2007) argue, “[t]he focus of post-
structural thinking is on cultural life and the production 
and reading of texts and the deconstruction of those 
texts” (p. 81).  Acting as bricoleur, I worked the ruins of 
my collections of clutter as texts and considered the 
possibilities of my readings to becoming undone as an 
art educator (St. Pierre & Pillow, 2000).  I kept asking 
what it means for art educators to seek meaning in their 
dress.  Ultimately, I stood before the reader, not in my 
dresses included in the Dress Stories exhibition, but un-
dressed, naked and vulnerable in order to send out my 
questions for curating. Moreover, I ruminated on how 
reading and deconstructing clothing as texts, differ-
ence, and performativity of the gendered and bodied 
subject might assist in translating discursive formations 
of clothing in visual culture. But what happens if there is 
too much to collect and re-collect?

Gouzouasis (2008) notes that a/r/tographic process 
“leads us to understand that we are ever becoming 
as our a/r/tographic works develop, change, evoke, 
provoke, and evolve” (p. 231). Unfolding curator, artist, 
researcher, and teacher examples allows me to begin 
to unpack something new for art education, an art 
education that encompasses the curatorial as textu-
al practice. Might we move towards a care theory of 
possibilities (Gude, 2004) and imagine ways for brico-
lage and assemblage to shift the potential of how we 
care and uncare for objects and for Self?  Katve-Kaisa 
Kontturi (2013) calls for a cartography of creation that 
requires destruction claiming, “art only emerges when 
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the ‘given’ has been destroyed or overcome” (p. 26). My 
curatorial contribution is not only caring as a curator, 
but as an artist mother.  It is not only object-centered 
curating, but narrative and pedagogical curating, where 
the care as pedagogical is what transforms the curato-
rial, and I, in turn transformed my curated collections 
as works of art. Kontturi (2013) suggests the destroyed 
artwork gives way to the work of art “[m]aking them 
more porous, more amenable, more open to new con-
nections” (p. 23). For me, the opportunity to destroy, 
or rupture the membranes (Deleuze & Guattari, 1987) 
is to allow for the gendered failure (Halberstam, 2011) 
of uncaring.  In destruction, ruptures, and failure, my 
curating was brought into an alternate mode of being. 
As this catalogue, this map of my becoming curator is 
winding to an end, I am drawn to even more possibili-
ties, for more creative practices yet to be mapped in my 
becoming-curating.  The field needs curator as artist/
researcher/teacher opportunities to begin to proclaim 
itself and more importantly to explore new terrains and 
what they may mean to curating curriculum and peda-
gogy in art education.

In a/r/tography, the work generates “unfinished stories” 
that are ongoing (VanWynsberghe as cited in Sinner, 
Leggo, Irwin, Gouzouasis, & Grauer, 2006, p. 1251).  
Thinking about the unfinished stories that lie ahead, 
I offer one last turning to the readers.  It is simultane-
ously a turning back from caring and a turning towards 
uncaring.  It allows for the ongoing, the curating and 
the uncaring yet to come.

I remember so many days in the NICU sitting by 

Elizabeth’s bed unable to hold her, to rock her, to 

feed her, but instead allowed only to look through 

a plexi-glass barrier at her naked body.  The doc-

tors had to simulate a womb-like environment 

for her to live in, a dwelling to care for her.  They 

lined her incubator with large, white, pieces of 

lambswool fabric to help regulate her body tem-

perature in the absence of my womb and in the 

absence of the clothing she could not wear (see 

Figure 44). The lambswool was expensive, costing 

almost $200 for an 11” x 17” section. Each day, the 

used lambswool pieces were replaced with fresh 

ones, and the dirty pieces were sent home with me 

to launder.  The lambswool pieces smelled like the 

hospital.  They smelled like Elizabeth.  Kind (2006) 

describes the smell of her son Nathanial’s clothes 

and baby blankets in the hospital and, like Kind’s 

experience, the lambswool pieces evoke mem-

ories for me, even years later.  I took the pieces 

home each week and scrubbed away blood, milk, 

Turning: To Work Unfinished
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and excrement in preparation for their return to the 

hospital, but they still smelled like Elizabeth—her 

presence was materialized in the cloth.  I remem-

ber one time a nurse gave me a plastic bag of dirty 

lambswool pieces to clean and she said of the task, 

it gives parents something to do while they wait. 

Cleaning the lambswool pieces was the only thing 

I could do for my daughter and myself.  Making 

sure I cared for the lambswool was my performing 

the caring—for of motherhood. I kept one of the 

lambswool pieces after Elizabeth was discharged 

from the hospital and I included it in the Dress 

Stories exhibition.  I rolled it up and tucked it into 

my childhood dollhouse inside my Closet of Curi-

osities, where visitors would not see it, but I knew it 

was there, and it was clean (see Figure 133).  I still 

care for it.  As I run my hands over the lambswool 

piece today and touch it, I imagine it in new ways 

as a liminal linen, as an artwork waiting to be cared 

for and uncared for.  This cloth was curative for my 

daughter, but it helped to heal me too. It no longer 

only traces the map of Elizabeth’s wellness, but of 

my recovery within this inquiry.  Caring and uncar-

ing healed me as a curator, mother, and daughter. 

I wonder what pedagogical, curatorial, and/or 

curricular potentialities this seemingly unimportant 

piece of fabric as a marker of time, identity, and 

cherishing might be released and interrogated 

through modes of reappropriation and uncaring, 

and how this cloth might yet reinform my care of 

self, object, and other.

Turning: To Work Unfinished

Figure 222
Lo ok i n g  Towa r d s  
a  L i m i n a l  L i n e n
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