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" Abstract

Transitional Drawing as a Tool for Generating,
Developing and Modifying Ideas:

Towards a Programme for Education.

This research is designed to find out more about the implications of
expert transitional drawing practice for a programme of secondary
education and employs three methodological strands: ethnography,
grounded theory and hermeneutics in a structure of Cycles of Emergent
Disclosure illustrated by excerpts from interviews and visual material. An
historical reflection uncovers the link between inventive tropes and
drawing characterised by a transition of states that avoid premature
closure and are open to the use of other sign modes. This produces what
Kress has described, as a ‘multi-mode object'. Reasons for the use of the
term 'transitional' and a terminology for ‘registers’ of transitional drawing
emerge in the cycles. The concept of the 'mind's eye', used in some of the
literature, is critically explored. The crucial concept of 'disinhibitive
dispensability’, is derived from Winnicott's theory of object relations,
Bhaskar's dialectic grounded in the data. Bourdieu’s theory of habitus and
field, and semiotic theories are central to my understanding of this
phenomenon. The core concepts of ‘presencing’ and ‘absencing’ and the
trope of parabasis or irony as ‘doing and undoing’ facilitated by
disinhibitive ‘dispensability’, and the social acquisition of this form of
drawing are among the central findings of the research. The
recommendations for education look at what kind of knowledge transitional
drawing constitutes and takes a broader view of transitional processes. A
curriculum model, of 'scaffolded’ moves from ‘active’ to’ operational
~control is proposed. Winnicott's concept of ‘potential space' and
Vygotsky’s ‘zone of proximal development’, are combined in a concept of

the ‘good enough teacher'. Transitional drawing is seen as part of



education as a ‘semiotic apprenticeship’ and as 'construction’, rather than
the expression, of the self. In the last section the central importance of
transitional drawing processes to art and design and its problematic

relationship to the use of computers is considered.
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Introduction

‘We know too little about the use of the notebook, the sketch, the
outline, in reflective work.’ (Bruner, 1996 p.21)

This research stems from a relationship between two distinct yet
overlapping areas of activity, or 'habitus’ and their related fields. The first
is that of art and design teaching in the social space of my classroom
situated in a secondary international school. The other is my activity as a
practising artist alone in the workspace of the studio. One ‘habitus’
relates to the field of education, the other to that of art, specifically its
production and reception in the broader cultural context.

The concept of habitus is used throughout this research to clarify
the plurality of factors and perspectives which impact on the creation of
the phenomenon which | have termed 'Transitional Drawing' (hereafter
TD). Habitus is defined by Bourdieu (in Dreyfus and Rabinow, 1993, p.37)
as "a system of durable, transposable dispositions which functions as the
generative basis of structured, objectively unified practices." The habitus
of the agent reproduces the social field of the activity which governs it,
producing a two-fold relationship of structuring and structured. This
relationship is described by Bourdieu (in Grenfell, 1996, p.288) as the:

"... dialectical relations between objective structures...and the
subjective dispositions within which these structures are actualised and
which tend to reproduce them."

My activity in the workspace of the art and design classroom has
for many years involved the use of TD, in dialogue with pupils studying for
the International Baccalaureate (IB) diploma in art and design in the last

two years of secondary education. Later, as my interest in the
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phenbmenon of TD grew, | began an experimental TD programme with
pupils in the lowest age range of the secondary school. At this early stage
the ‘puzzle’ | encountered was that in the IB programme, however much |
showed pupils examples of TD and encouraged them to use this
approach, response and performance were very uneven. Some pupils
would use it on a daily basis and in dialogue with me, as well as alone in
their ‘Research Workbooks’ (RWB) (an obligatory element of the higher
level IB art and design course) while others did not use it at all. At the
same time, there appeared to be a direct correlation between use of TD
as personal agency evidenced in the ‘workbooks’ and final achievement
grades. In terms of teaching, | began to identify this process as that which
Jiricna and Wilford (in Lawson, 1994, p.18) described "as one of the most
difficult skills to acquire". For purposes of teaching, | had collected a wide
range of TDs from a variety of fields including, at this early stage, TDs
used by writers as part of their drafting processes.

In this connection, | also began to reflect upon my own TDs
contained in some of the fifty or more note-sketchbooks | have
accumulated over the past thirty years. | noticed that the first of these was
not a notebook as such but was produced in 1968 at the end of art
teacher training in which, at that time, there was no emphasis on
transitional process at all. This book was entirely theoretical in nature and
took the form of a dissertation with illustrative photographic material. | cite
this as part of my transitional processes because some of the visual
images were used immediately after its production to generate paintings
and many pages of the book became smeared with oil paint in this

process. My subsequent use of notebooks began as a collection of
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observations and excerpts of speech collected during student employment
in a mental hospital and are accompanied by a separate collection of
drawings made of patients; the notebooks thereafter, until | began
teaching art, consisted entirely of written material. Once | began teaching
art, in the early 1980s, there is an increase in drawing activity much of
which, in retrospect, falls broadly into the ‘registers’ of TD described in this
thesis: (a) drawings done to rapidly record an idea or an artefact for
possible later use; (b) drawing as a way of exploring an idea and
sometimes working out certain practical problems involved in the work
process; (c) drawings done in meetings as a form of what | now
understand to be displacement activity and related to the ‘doodle’; and (d)
drawings done very rapidly in which the essentials of an idea are present
but subject to further TD exploration and development. TDs appeared to
be present in the activity of not only other artists, but also architects,
designers and even film directors such as Sergei Eisenstein. It was this
which suggested the existence of some common thread running through
TD processes. At this early stage, | was almost unaware of the extent to
which TD was used in a dialogic context, or that much of it was done, for
example, on an envelope or piece of scrap paper, and then subsequently
often discarded.

Interest in TD processes was brought into sharper focus through
involvement in the development of the International Schools Association
(ISA) Arts Curriculum, and subsequently the development of the first
International Baccalaureate MiddleYears Programme (IBMYP) Art and
Design Curriculum Guide (1995), where explicit emphasis is placed on

transitional processes in a ‘developmental workbook’. During this period |
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came into contact with the Austrian sculptor Oswald Stimm, who worked
in my classroom as a visiting artist for a period of two years and who
would often draw with students on scraps of paper found in the class in
the development of their ideas. He later became a key informant in the |
research process. In 1996, | completed an M.A dissertation (Pigrum,
1996) which dealt with TD (at that time referred to as ‘schematic’ drawing,
based on Kant's Schemata) and its relationship to the IBMYP ‘central
interactive area’ of ‘homo faber'. The dissertation produced the realisation
that while certain areas of creative process are impenetrable because, as
Gadamer states (in Hoy and McCarthy, 1994, p.191) they “inhere in a
background that cannot be made fully explicit, * TD seemed to represent a
set of genres that exist prior to the agent who acquires it and produces a
subjective variant which is then passed onto the next generation. This
involves not only cultural reproduction but also the internalization of a
range of conventions and strategies which, while not in the order of an
imperative, seem to be an order of practical reasoning, a kind of
‘abductive logic,” based on what Peirce (1998) has called a form of
‘speculative rhetoric’ that is akin to ‘the blend of cogency and
contingency,” condensation and displacement we find in dream work
(Eagleton, 1990).

| observed in my collection of TDs varying degrees of
systematicity, especially in drawings made by architects when compared
to those made by sculptors and artists. This seemed to depend on the
social conditions of their use and on the extent to which the TD was used
in communication and collaboration with other practitioners or with clients.

The architect’s TD had to be understood by others but the artist need only
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address the drawing to him/herself unless exploring or explaining
something in drawing to another artist. Thus what later came to be seen
as TD ‘genres’ seemed to have emerged from particular social contexts in
a process of historical development and it was this which | took as the
beginning of the research process.

The historical reflection locates the genesis of TD in the practices
of the Renaissance workshop and the experimental and compositional
drawing practices of Renaissance ‘artist-engineers’. Two main forms of
drawing used for project development, one sequential and one involving
over-drawing, would seem to have emerged during this period
(Westfehling, 1993; Summers, 1981; Gombrich, 1996). These forms of
drawing sometimes included other signifying modes such as writing and
numerals, and | suggest that, through use in a variety of collaborative
social contexts, TD spread to artistic and design processes throughout
Europe.

The historical reflection was conducted with the words of
Wittgenstein in mind who states, "we must always be prepared to learn
something new" (in Brill, 1995, p.54). The unexpected ‘something new’ |
learnt is the way in which the inventive dimensions of Rhetoric were
adapted to the visual arts in the Renaissance (Summers, 1981; Baxandall,
1986, 1988; Fumaroli, 1995). This led me to a notion of TD as as being
related in its transitions, turns of movement or passage of states, with the
language structures of metaphor and metonymy and other rhetorical
tropes. This produced a link between language and TD in the
collaborative context where the agent addresses the audience of another

practitioner and in the autonomous context, where the agent is seen as
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addressing the audience of the self. This notion is derived from readings
in Perelman’s New Rhetoric (1971) and concurs with Herbert (1988) and
his ideas on the role of metaphor and metonymy in the study drawings of
architects.

Both the ‘Historical Reflection’ and the ‘Approach to a Definition’
are based on archival sources. In the subsequent Cycles of Emergent
Disclosure there is a preponderance of illustrative interview material in the
development of the thesis. | used 'Cycles Emergent Disclosure' because
this enabled me to maintain an open-ended experimental mode of
thinking. Each cycle is built of different yet interrelated conceptual strands
introduced in relation to the data. The interrelatedness of the strands is
modified from one cycle to the next as new concepts are added and fresh
connections and contradictions are addressed. As each cycle unwinds,
different implications of the data and theory emerge and are explicated
and lead on to another implication which in turn helps rethink the first
while pointing to yet others.

The dialectic between language and drawing which guides the
research process posed the problem of transferring concepts from
language to the realm of the iconic sign. The theories of Bakhtin (1973,
1986, 1990) on voice, utterance and dialogic interaction, and the semiotic
theories of Eco (1979) and Peirce (1998) play a very important role in
providing a link between the linguistic and the iconic sign.

The semiology of Eco and Peirce extends the study of signs
beyond that of language and also provides a partial solution to the vexed
problem of the relationship between the non arbitrary nature of the iconic

sign and the arbitrary nature of the linguistic sign. This is of key
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importance to an understanding of the 'multi-mode object’ (Kress, 1997) of
TD and its openness to more than one signifying system. This muilti-
modality, combined with abbreviated Nonfinito drawing conventions allow
for "tolerances and indeterminancies that amplify the ability to perceive or
imagine many options* (Fish and Scrivener, 1990, p.17).

The Approach to a Definition constitutes the second cycle of
Emergent Disclosure, in which | mark certain bipolar positions which
provide a provisional framework for the subsequent cycles of disclosure. In
the 'Approach to a Definition' the notion of TD as a subjectile is adopted,
which shares both subjective and objective properties, a concept
borrowed from Thevenin and Derrida's work on the mQIti-mode drawings
of Artaud (Thevenin and Derrida, 1986) which have the dispensibility of a
waste product. TD is also linked with Heidegger's notions bf the
'thrownness' and 'towardsness' of the poet's drafting processess
(Heidegger, 1975) and to Bourdieu's 'forth-coming' engendered by the
dispositions of the habitus (Bourdieu, 2000). Subsequently the nature of
writing in TD as a highly condensed ‘word thing' is explored.

Implicit in the operation of TD and prevalent in informants'
normative ideas are noﬁons of mental images and mind, memory and
supplementary memory devices and the importance Ryle (1949, 1979)
attributes to 'seeing that which needs to be seen' in the development of
ideas. In this connection, Lacan's theory of the Real, the Symbolic and the
Imaginary (Bowie, 1991; Chaitin, 1996) are used to explore further the
ways informants describe the situatedness of their drawing practice and

its social and subjective dimensions.
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In the .further development of the dialectic between language and
drawing, the para-text of certain writers is compared to what is described
as the textire or weave of TD. A central metaphor employed to describe
TD is borrowed from an essay by Walter Benjamin (1995) on the writing
processs of Proust as a ‘Penelopewerk’ (Penelope work), suggesting the
weaving and unweaving which is the essential movement of TD. This
process is facilitated by the fact that very often the drawing surface is
already ‘undone’ by previous use: hence TD done on the envelope, the
back of correspondence, on hotel notepaper etc. The theories of Winnicott
(1991) and Ogden (1992, 1994) provide a view of the ‘dispensibility’ of the
TD object which a number of informants describe as an essential
condition of TD as a ‘value free zone’. Following both Winnicott and
Ogden, the ‘destruction’ and eventual ‘survival’ of TD in the workspace
are related to the acquisition of the symbolic function in childhood.
Interview material from two informants and archival material concerning
early transitional object relations is looked at in the light of the constitution
of the subject's ‘potential space’ in which, according to Winnicott, all
subsequent creative activity has its origin.

Although in agreement with Kress that education tends towards
the eradication of multi-mode object use, it is my contention that this re-
emerges in the social acquisition and internalization of the TD disposition
in response to the immediate tasks encountered by the artist and designer
in the context of collaborative problem solving. Interview material from
informants illustrate the importance of drawing as ‘a bridge’ between
people, ideas and points of view. The shared understandings of

‘interpretive communities’ embodied in the trans-individual conventions of
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TD génres are embodied in this context. These genres, however, because
of the levels of indeterminacy which they involve and the transitional,
tropological moves inherent in the operation of TD, allow for the
development and negotiation of subjective positions within the
collaborative group context.

The notion of habitus as something inscribed in the body by past
experience is explored in terms of a notion of ‘the thinking hand’, bodily
alignment and the gaze, as well as the ‘seeing’ of materials and space
which informants state that certain drawing modes and media produce.
This constitutes an important modification of my initial theoretical
orientation based on a relationship between language and drawing. The
‘embodied’ nature of TD is not independent from the signifying context of
language, but has a concreteness and sensuousness and a relation to
objects which the language paradigm does not help us to understand.
Stimm’s use of Chinese ink calls forth more than an idea of the material
he will use in a sculpture; it directs him towards the actual piece of wood
and its texture and density. This sensuous materiality, which is presenced
in the ink, cannot be left out of an account of TD. This produces a view of
language as part of the continuum of signifying practices of TD, that also
include object relations, but which resist linguistically borne meanings.
This is an aspect of the research which emerges from the agent's
relationship to the workspace, where meaning inheres in material items
and their configurations.

The theories of Bakhtin and Vygotsky on speech genres, dialogic
interaction and internalisation produce the all important understanding of

TD as first acquired in the social context and then internalised to produce
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personal agency and an endless process of mutual determination
between habitus and field.

Another narrower dialectic is the one between ‘presencing’ and
‘absencing’ (Bhaskar, 1993) in the drawing process itself, which is related
to the drawing conventions implicit in TD. In this connection, the dialectic
between convention and innovation is explored. Presencing and
absencing is also operative in the positioning of TD in the workspace.
Thus, the TD obiject is situated at different depths of retrievability and in a
complex relationship to the changing configurations of objects and
materials. Stimm's work space is analysed as an example of this.

The dialectic Goldschmidt (1991) observes in the study drawings
of architects and the operation of the tropes of metaphor and metonymy
described in Herbert (1988) (which are particularly evident in the work of
my informants Vander Weele and Kanfer), are given a new slant in this
study of TD. Operational affinities are developed between metaphor and
metonymy, and the exploration of the unconscious paths of condensation
and displacement in Freud's dream-work as forms of transfer and
movement: affinities which provide a different reading of Derrida (1978) on
Freud and the role of the supplementary memory device. The role of
repetition with variations is dicussed and the function of ambiguity and
indeterminacy.

The initial intermediary link between language and TD s
broadened to a link with the social collaborative context in which TD is
acquired and used. The multi-mode nature of TD produces a link to
semiotics in which language, particularly the innovative potential of tropes,

is only one species of signifying but one which, as linguistic competence
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is developed by the subject, is transferred to the operation of other
signifying practices (Horowitz, 1995), producing the ‘movement of turns’ in
TD. Finally, the master trope of TD is identified as irony or parabasis (de
Man, 1997), which brings the study full circle to the metaphor of the
‘Penelopewerk’ and the ‘doing and undoing’ of a Peircian Immediate
Object in the process of revealing the indefinite or Dynamic Object.

The research reflects the overall influence of ethnographic
research and Critical Theory in that it is "concerned not simply with
understanding the world but with applying its findings to bring about
change" (Hammersley and Atkinson, 1995, p.15). When | apply what has
been learnt about TD to education, the problem of what kind of knowledge
TD constitutes produces a broadly ‘pragmatist’ position where knowledge
is connected to action and is essentially constructed and re-constructed.
Nussbaum’s explication of orexis and tuche (Nussbaum,1986) expand
our understanding of the dialectic between subject and process and the
knowledge which TD constitutes. The dialogic ingredient in TD is related
to Bakhtin's ideas on the dialogic and to Vygotsky's ideas on
internalisation and the nature of internal speech.

TD in the educational context is there to be used, not appreciated.
It does not possess what Benjamin (1973) described as ‘aura’ but the kind
of interest we show in how an idea was generated and developed.
Furthermore, the dispensable, multir-mode and dialogic nature of the TD
subjectile innoculates it against the division between mental images and
the work of transferring them to paper.

By using the register of transferential drawing as supplementary

memory device, the art object or the artefact enters into a new circulation
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of meaning related to the pupils' articulations of identity, producing
condensations and displacements of meaning in unexpected directions.
Finally, the use of TD can produce an awareness that cultural practices,
like those of artistic production, can be understood as what Heidegger
(1978) described as ‘ways-of-being-in-the world.” This produces a view
and exercise of creativity as embedded in everyday cultural practices.
Such practices involve, as a condition of their effective acquisition and as
a dimension of their later use, the Heideggerian concept of 'heeding'
(Fiumara,1992) and ‘being-with’ (Heidegger, 1978); of the collaborative
working out of trans-subjective positions. This study attempts to make
these practices more legible and to suggest ways to place them within the
grasp of pupils in the classroom. The problem of applying what has been
learnt from expert practice to the classroom is approached through the
notion of a ‘school genre’ of TD for the pupil in the art /design class.

The comparison made in the study between the paratext (Barthes,
1985, 1994) of the writer and the textire of TD is extended to a discussion
of practices in education related to drafting procedures (D’Arcy, 1989;
Smith, 1982) and other processes which are transitional, such as ‘working
in rough’. Drafting and TD are seen as’ multi-mode’ processes which
could be acquired and put to more effective use in an approach to
education as a ‘semiotic apprenticeship’ (Wells, 1999). In this context, the
role of the teacher is redefined by producing a concept, adapted from
Winnicott's concept of the 'good enough mother,' (Hughes, 1989) of ‘the
good enough teacher’. The role of ‘the good enough teacher’ is developed
in terms of Winnicott's notion of ‘Potential Space' (Winnicott , 1993) and

Vygotsky’'s ‘Zone of Proximal Development’ (Vygotsky, 1994). A
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curriculum model is presented which foresees a ‘scaffolded’ acquisiton of
TD moving from ‘active’ to ‘operative’ control, terms borrowed from Wells
(1999). in which drawing in a dialogic context is the key to the process of
internalisation and the effective use of TD as personal agency. In this
process, the ‘registers’ of TD are the key component, while the genres
and the background knowledge they involve, are ‘shadowed’. TD is
positioned between an emphasis, on the one hand of expressive theories
of art/design education and on the other of skill acquisition. Finally, the
question of the applicability of TD as a strategy which could be ‘borrowed’
and applied across the curriculum is discussed.

In terms of the contemporary context, the question arises as to
whether we are witnessing the demise, or the amplification of what we
describe as TD with the inception and development of the new
technologies of visualisation and the multi-mode representations of the
micro computer. TD would seem to central to be the art and design
process in both the collaborative dialogic and the autonomous contexts. If
we want to support and improve the ability of pupils to use TD effectively
and in conjunction with the new technologies, we need to know much

more about this and related phenomena .

Method

To approach the ‘puzzle’ of TD, it is necessary to collect,
interpret and analyse two different kindé of data. The first form of data is
the object of the TD, the physical marks on paper, the artefact of the
drawing. The second comprises the words that practitioners use to

describe and conceptualise their TDs and their TD practice. On the one
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hand, we have the documents of the drawings and on the other
explanations of their construction, meaning and use. This produces a
‘gap’ between the density and texture of performance and informants'
conceptualisations. In this 'gap,’ contradiction expressed as bipolar
positions arise which are relative rather than ‘clearly exclusive poles’.
These are subjected to theoretical development and modification in
constant interaction with both forms of data.

If | return to the first form of data, the TD artefact, an argument can
be constructed for seeing the multi-mode artefact of the TD as a semiotic
‘text’. This concept of TD as ‘text’ is complicated in interesting ways, not
only by its multi-mode nature or rather its openness to multi-mode use,
but because, unlike the written text, it is not a finished and complete
artefact. The meaning of the TD would seem to pivot on the agent's
account of his/her intentionality at the time of its production which very
often is in the past. But even this does not constitute the TD as ‘a
completed historical configuration’ because it is always open to re-
interpretation and re-use. But what kind of text is the TD? It would appear
to belong to the category which Barthes calls ‘paratext’: a text with a
dispensable existence and a provisional identity. Thus, although we
cannot conceive of TD as a text along conventional lines, a view of the TD
artefact as a species of text or textire (weave) is possible if we think
about ‘text’ as a ‘trace’ of human action, of the durable, although
dispensable effects of social time and behaviour, as ‘a document of
human action’ (Ricouer, 1991). If we follow Ricouers definition of
hermeneutics as "the theory of the operations of understanding in their

relation to the interpretation of texts" (Ricouer, 1991, p.53), then we have
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the operatioﬁ of understanding and explanation (Verstehen und
Erkldrung) as a ‘hermeneutical circle’ of dislosure, a “circular process of
projection and modification" (Wolff, 1981, p.101). This | also adopt as the
principal method used to investigate this phenomenon, organising the
thesis as cycles of emergent dislosure constituting a ‘hermeneutical
circle’. There are two other key elements in my approach.

To look at TD just in terms of its ‘texts’ would lead to an artificial
decontextualization. We need more to go on. The hermeneutical circle is a
way of interpreting the physical parts of the puzzle of TD, the paratexts of
the drawings. But | needed to enter into the field of TD practice in order ‘to
encounter others who bear moving parts of the puzzle’ (Willis, 2000,
p.113). As Deleuze (in Turner, 1998, p.160) states, "No theory can
develop without eventually encountering a wall, and practice is necessary
for piercing this wall". But, at the same time, an over-emphasis on practice
can also produce a wall which can only be pierced by theory.

Thus the second source of data is what informants have to say in
front of the paratext of their TD in the context of some observation of their
practice. This involves techniques of observing and interviewing people in
their:

‘...daily lives for an extended period of time, watching what
happens, listening to what is said, asking questions- in fact, collecting
whatever data are available to throw light on the issues that are the focus
of the research" (Hammersley and Atkinson, 1995, p.1).

The research focuses on the relations within and between three

main elements: the situatedness of TD practice; the way symbolic
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resodrces are used in this situated practice; and the constituting and
constituted relations between practice and the broader social field.

The research rests on a constant interaction between data and
theory, and the metonymy of part and whole relations where the whole is
unpacked from the part and then affects the way we look at new parts.
The unwinding, emergent dimension of metonymy and the relationship it
creates between part and whole, brings into play the third strand of my
method: the influence of the ‘Constant Comparative method’ of ‘Grounded
theory’ (Glaser and Strauss, 1967; Strauss and Corbin, 1998) where
progressive conceptual clarification is achieved through the constant
comparison of material, ideas and theory.

The reason why the hermeneutic circle is used as the overall
structure of the thesis is that it can combine an interpretation of acts as
well as text which characterises the ethnolographic approach of
interpretation and reinterpretation that broadly constitutes grounded
theory. Gadamerian Hermeneutics (Hoy and McCarthy, 1994; Fay, 1996)
emphasises that meaning emerges not only from the relationship between
the agent and the interpreter, but also between a whole and its parts and
various interpretive audiences (Fay,1996).

However, the emphasis in Gadamerian hermeneutics is a
centrifugal movement from acts and objects out towards their significance
for some community (Ricouer, 1991). In my methodological approach, this
is balanced by a movement inwards, a centripetal movement, towards the
agent's socially acquired but innovative disposition to act, that constitutes

the relationship between habitus and field as mutually determining.
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These three methodological strands, the data collected by using
them and what they enable us to create comprise what Bourdieu states is:
"..the effort of research with its tentative beginnings, its
sketches,its rectifications, and the specific logic of a practical sense of
theoretical orientation... which...advances provisional concepts which
construct themselves as they become more specific and are corrected
through the facts that they make it possible to produce; all of which
happens, insensibly, through successive refinements and revisions..."
(Bourdieu, 2000, p.63).

To make this process more tangible, | think it is useful to conceive
of each of the strands as involving the operation of a dialectic.The
dialectic of the hermeneutical strand looks at TD in the given particularity
of the paratext and in terms of its historical development; in the dialectic of
the ethnographic strand, the identity of TD is viewed from the standpoint
of practitioners and social relations; the dialectic of the grounded theory
approach views the identity of TD as a constant interaction between part
and whole, theory and data. The dialectical movements within and
between the methodological strands produce a pattern of research in a
state of transition where each cycle of emergent disclosure involves multi-
theoretical perspectives and is part of a more comprehensive process
leading beyond it to subsequent cycles of disclosure. Further triangulation
is produced by using psychoanalytic, semiotic and art and design theories
as well as philosophical and educational theories. The convergence of
these three methodological strands and their dialectics broadly influences
my method, imagination and ways of proceeding in this research and

produces some measure of methodological triangulation. Analysis is used
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at the level of individual practitioners' habitus and the level of the
‘interpretive community’ or field.

However, a significant weakness of this research is that although
some informal observation of pupil drawing in the collaborative context
has been carried out, | was not able to observe practitioners drawing and
talking but only able to produce a simulation of some aspects of this
activity. Another weakness of this research is that much of the drawing |
looked at with informants was the result of activity which had ended and
whose ‘turns of movement’ in time were subject to reconstruction.
However, this reconstruction of drawing processes had an interesting and
unexpected dimension. For Stimm, this reconstruction often produced an
insight that the drawing presented a problem or theme which he needed
to take up again in an act of what he described as ‘ziiruck greifen’, or
backwards grasping. In this way, the agent re-interpreted a past object,
and this reinterpretation often had consequences for further action and, at
the same time, produced a new interpretive orientation on my part. Thus
the significance of drawing done in what Bergson calls a ‘past present’
(Bergson,1988) produced a significance in the present for both agent and
interpreter based on the agent's reinterpretation.

The informants were people who reflect on their creative practices.
In this very tangible way:

“...social enquiry is a moment of the very process of social
reproduction it aims to comprehend. The social world is produced and
reproduced in and through the social action of social actors, including the
activities of agents engaged in analyzing it" (Hoy and McCarthy, 1994,

p.15).
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Stimm stated 'You are the only person | show these scribbles
to. It is good, that we talk about this, because through the talk
somehow | become more aware’. Not only did | in some way contribute
to the reflective practices of informants, but as an artist and teacher, the
process of research influenced the way | operate in these two spheres on
a daily basis. For example, once | had grasped the role of the social
context in the acquisiton of TD, | shifted the emphasis in classes lower
down the school to drawing and talking in collaborative group work in
response to an immediate task and, higher up the school, to drawing in
dialogue as a response to idea exploration and development. Thus my
theorizing is placed at the service of practical questions of teaching and
learning.

| cannot escape the conclusion here that this research, while it has
not estranged me from my own creative processes, has certainly
produced a relocation of these practices in a greater emphasis on
transitional processes, material and workspace relations and an increased

scepticism towards processes of mystification.

Structure of the thesis and literature review

The thesis consists of cycles of emergent disclosure which form a
‘hermeneutical circle’ beginning with the historical reflection and closing
with recommendations for education. | have adopted the hermeneutical
circle to convey my experience of a "continous sense of wrestling with a
problem, of answering a puzzle step by step rather than all at once...as an

unfolding journey over time" (Willis, 2000, p.118).
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The cycles of emergent disclosure which form the circle have been
kept chronologically intact, although in the process of writing and re-
interpretation, sections within a cycle have been shifted around to create a
more logical and interconnected order. The literature search revealed that
this phenomenon was little researched. A number of papers which dealt
with this subject were discovered, although mostly in the field of
architecture. Books that dealt with the broader design process often had a
section devoted to this form of drawing. In many design and technology
text books there is a short section devoted to initial drawing practices but,
generally speaking, | discovered that papers designed for an audience of
architects provided the only in-depth treatment of the subject of study and
that some of these papers also suggested the connection between TD
and language that my historical reflection suggests. Some of the themes
which emerge in the study relate to other existing research and this is
pointed out where it is relevant. Thus the literature review is spread
across the cyclic structure of the thesis, although in the penultimate cycle |
look most closely at the most important contributions.

An example of the emergent structure of the thesis is the way the
interpretation that art historians have made, concerning the relationship
between rhetoric and the visual arts in the Renaissance, is broadened to
include the kind of experimental drawing used for project and composition
development which | describe as TD. Later, in a new cycle of
interpretation, this produces an understanding of the operation of dialectic
in TD and the role of negation or absencing, that in its most radical form
constitutes the ‘positive destruction’ of TD- something that up to this point

had been seen only from the viewpoint of transitional object relations. In
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this way the dialectic between part and whole in the research process
produces emergent re-conceptualizations.

In the text of the thesis quotations from other architects, artists and
designers, selective transcription of the interview data are used as
illustrative material and as a way of showing that the text was only made
possible by the interaction between the self and the ‘other which, as
Clifford states, constitutes the research text as "a web of intersubjective
relations in a shifting matrix of I's and you’s" (Clifford, 1988, P.42),
producing an ‘interplay of concrete exemplification and discursive
commentary" (Atkinson, 1990, p.82). The combination of the ‘voice’ of the
researcher and the ‘voices’ of informants, writers and practitioners with
the use of diagrams, photographs and drawings creates a degree of
textual diversity which is as much a multi-mode object as the TD which it
studies.

The hermeneutical circle of emergent disclosure does not produce
a final whole but a number of plausible, probable, theoretical
configurations gathered around the object of study, a series of temporary
condensations not marked by a closure which claims to present ‘ a
picture of reality’ but rather by a deferral to a further cycle of interpretation
which is outlined in the final section of the thesis entitled ‘The way

forward’ and the 'Postscript'.

Critical reflexivity and strategies of ‘distanciation’
In this research | have tried to adopt a position of ‘critical reflexivity’
by making my commitments, pre-understandings and proclivities a source

of critical reflection. This is, of course, a Sisyphean task and it would be
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an illusion to ihink it would be possible to attain to some absolute view of
my own point of view. But by a process of critical reflection and strategies
of what Bourdieu terms, ‘distanciation,’ | endeavour "to intensify
awareness of the limits that thought owes to its social conditions of
production..." (Bourdieu, 2000, p.121). The solution is “not to deny the role
of personal commitment in understanding human phenomena but to
qualify it" (Ricouer, 1991 p.167). This process of qualification is carried
on in my field journals and notebooks. The first strategy of distanciation is
to adopt the form of dialectic which negates the givenness of an object or
process by:

"...articulating the full rationality of that object’s relations with a
particular social and historical context, showing how these relations
constitute the object" (Eagleton, 1990 p.11).

Thus the function of the first cycle of disclosure, ‘The Historical
Reflection,’ is to generate a 'distance’ from the phenomenon by displaying
its:

“...lowly origins in contingent historical circumstances, to dispel
(its) appearance of self-evident givenness by treating (it) as the outcome
of multiple relations..." (Hoy and McCarthy, 1994, p.19).

Another way | gain distance from the phenomenon in the course of
the research is to periodically locateTD practices as belonging to the
larger field of discursive and interpretive communities and, very
importantly for my recommendations for education, to locate TD in
juxtaposition to the drafting practices of writers. Thus implicit in the

research design is the need to look at TD from multi -perspectives.

31



. Another way | use of gaining distance from my own involvement
with TD is to talk to practitioners in other fields who use TD but who
possess different background knowledge to that of the artist (or more
specifically the painter). This strategy of distancing is designed to produce
a ‘strangeness’ when the researcher encounters the ideas, explanations
and drawings of informants. As Kenneth Burke (in Lanham, 1993, p.129)
states,"every way of seeing is a way of not seeing". But as Hoy and
McCarthy state:

"Some of what we encounter will seem familiar, and some
particular things will strike us as being strange and unlike what we had
expected. The point is not then to translate the strangeness into
something with which we are already familiar (but) to question whether
what seemed familiar might instead be hiding further strangeness" (Hoy
and Mc Carthy, 1994, p.192).

In order to enter both the ‘hermeneutical circle’ and the field in the
right way involves an understanding of the dialectic between participation
and distanciation (Ricouer, 1991). Because the author is also a practising
artist who uses TD, the exploratory interviews were, to some extent,
based on ‘insider epistemology’ (Fay,1996). My own practice and a
broadly shared set of symbolic resources and conventions served to
heighten sensitivity to informants’ practice and creative processes and
made it possible to "grasp the sense of this experience"(Fay, 1996, p.27).
My informants, however, in terms of experience and background
knowledge, could not avoid assuming the role of experts, which cast me in
the combined role of insider\outsider . As Hoy and McCarthy state: "The

key to avoiding both a pure insider's or participant's standpoint and a
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pure outsider's or observer standpoint is...to adopt the perspective of a
critical-reflective participant' (Hoy and McCarthy, 1994, p.81).

| found that the most effective way of doing this was through the
reflective and interpretive writing which took place in the field notebook.
This is discussed Iater.

It was important to be aware of the situatedness of the interviews
as an ‘intervention’ in an otherwise} connected world of practice. Thus the
interview data, however much it was a product of the informant voluntarily
‘opening up’, was not regarded as ‘reality as such’ but as material having
a ‘bearing’ on reality, produced in a particular situation and in need of
intérpretation. | took what they had to say seriously, but at the same time
tried to gain distance from it. This involved seeing the interpretations of
informants as:

"... pivotal in determining the identity of the acts whose signifcance
is being sought. In this case, the meaning of others' behaviour is not what
they mean by it but what it, as understood by them, means for us. In all
cases of meaning, therefore, what it means for them and what it means
for us are both operative" (Fay, 1996, p.153).

Talking about TD involved informants in disclosure of the well
springs of their creative processes and had to be approached with great
caution for two main reasons. Firstly my informants all had a position in
public life and | had to overcome the superficial .responses sometimes
given to representatives of the media: some creative people have a
tendency to ‘talk to posterity’ in the interview situation and mystify their
creative processes. At the same time, reading Bourdieu made me aware

of the gap between my research orientation and the normative beliefs of
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my informants. This in turn made me careful to avoid introducing bias
through ‘epistomocentric questions’ which would call for a theoretical
disposition on the part of informants (Bourdieu, 2000). On the other hand,
Stimm would often volunteer a theoretical perspective based on his wide
reading and his deeply reflective approach to his own creative practices.
In the case of the female artist informant, a more serious ethical problem
arose. In the second interview, she expressed the feeling that disclosure
of her drawing practices might produce estrangement from her own
creative practices and this might well have been the reason why she
discontinued the interviews. | did not pursue the matter as | worked on the
ethic that informants were free to terminate the interview process
whenever they wished and without giving a reason. The important lesson |
learnt from this was that some people are quite justifiably sensitive to
intrusion into their creative processes and that the resultant data is highly
sensitive and must be handled with great care, particularly where the
researcher is perceived as having ‘insider’ status, which was my case vis

a vis this informant.

Pilot Interviews

Initially four pilot interviews were conducted. My total population
was relatively small and therefore, with the exception of an artist print
maker, people were chosen who, though relatively inexperienced, were
working in the fields of my main enquiry: sculpture, art, architecture and
graphic design. The reason that | did not use the print maker in my main
enquiry is that | wanted an even gender split which would render the

female creative ‘voice’ audible; however, as things turned out, the voice of
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only one woman is heard. My pilot interviews were conducted with two
females and two males: an Austrian artist and a Japanese architect who
was a former student; an American graphic designer, also a former
student, and the print maker who was British by adoption and who | had
got to know as a ‘visiting artist’ in my classroom. | also interviewed a
technology teacher on the TD process in technology. This interview was
recorded but for the other pilot interviews notes were taken. Although |
did not transcribe the interview with the technology teacher, what he had
to say reflected the problem my own students had with leaming TD. Later
my main informants reported never having learnt TD in any formal context
that they could remember. This produced one of the big ‘why’ questions
and opened the way for the idea that TD is acquired in the same way as
speech genres, and only through the internalisation of its use in the social
context is it turned eventually into an effective personal agency as a
‘scheme of habitus’. All informants in the pilot interviews provided
drawings. The pilot interviews with the printmaker revealed the importance
of interviewing people with long experience and high professional status

who could provide me with examples of best practice.
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Main informants

The choice of main informants (see Appendix A) was based on
people who were successful in their fields and who had some form of
contact with the school in which | work and could therefore be approached
relatively easily. | also tried to approach two people who had no
connection to the school but failed to gain access. Through the connection
to the school, either as a parent or as a visiting artist, access was gained
to the American graphic designer, Linda Vander Weele, the
Austrian/British architect Robert Kanfer and the Austrian sculptor Oswald
Stimm. Later Stimm made it possible for me to interview the Austrian
sculptor, Gerhard Mosswitzer. A parent introduced me to the architect
Johannes Spalt, and access was gained to a female artist through the
auspices of a mutual friend. In this initial process | experienced the
importance of 'gatekeepers’ in the access to informants (Hammersey and
Atkinson, 1995). | should also mention Prof. Dr. Viktor Mugourov, the
Deputy Director General and Head of the Department of Nuclear Energy
of the International Atomic Energy Agency (IAEA) in Vienna who, in
unrecorded informal conversation, provided me with some examples of
his diagrammatic drawing and some very useful information on the
drafting devices of Pushkin. All informants were sent a copy of their
interview transcript and these were returned with some typographical
changes, a recent photograph and biography and written permission for

me to use their names in the thesis and reproduce their drawings.
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The interviews

To conduct the interviews, one month's leave of absence was
granted by my employers. The main fieldwork was conducted in the
month of September 1997. During this month [ interviewed each informant
four times with the exception of the female artist, who was only available
for two interviews. The interviews were conducted in the following
settings: in the inside and outside area of Stimm’s workspace, which is
one studio among a number made available to prominent sculptors by the
Austrian state; in Mosswitzer's studio in the same area; in Spalt’s office in
central Vienna with its view of Baroque church towers; in Vander Weele'’s
dining room adjacent to her spacious office; in the dining room of Kanfer’s
house and in his study. All the people | interviewed were still active in their
fields and Kanfer, although retired, still works on various design projects.
Later in the study, the role of drawing in relationship to the workspace
became of great importance and | returned to Stimm’s studio to develop
this direction. In fact, after the initial interview process was complete, |
repeatedly returned to Stimm. The reasons for this are that | wanted to
stay in the field longer in order to deepen the inquiry and | wanted to get a
response to questions and problems that arose in the emergent disclosure
process.

Time restraints made it impossible for me to return to all of my
informants, as | had wished. | had worked together with Stimm for a
period of two years as a ‘visiting artist’ and built up a high level of rapport
while at the same time, not being a sculptor, | constantly had to ask
follow-up questions to make sure | had understood the concepts he used

in his drawing. Further to this, Stimm’s workspace was of great interest
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with its contiﬁuously changing configurations of materials, finished work
and work-in-progess. During the interviews, Stimm would often retrieve
either drawings or pieces of sculpture to illustrate some point in his
conversation and frequently produced works and published material
related to other artists he knew of or had known personally. On a number
of occasions, Stimm allowed me to take photographs of him and his studio
and on one occasion a visitor took photographs of both Stimm and myself
in his studio (see Appendix D). Looking at drawings made by my
informants was the main activity of all the interviews, with perhaps the
exception of Spalt, who only sometimes referred to actual drawings in the
interviews. All of the informants, with the exception of Spalt, drew at some
point during the interviews. This was often the case in the interviews with
Vander Weele and Kanfer, who drew on pieces of paper which | was
always allowed to keep. Stimm drew less but when he did, then he did so
directly in my field notebook, in which he also sometimes wrote as did
Spalt on one occasion. | was allowed to make photocopies of originals
and Stimm often allowed me to keep original drawings. These drawings
form the greater part of the illustrative visual material in the Figures which
come after the Appendices.

| noted that when informants drew, particularly Kanfer and Vander
Weele, it was done quite unselfconsciously. This may have been related
to the extent or frequency with which our informants drew in a
collaborative context and it gave the interview situation a dimension of
participant observation.

An important aspect of the situatedness of the interviews was the

question of ‘impression .management’ (Hammersely and Atkinson, 1995).
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Stimrﬁ would come towards me on his bicycle (riding without holding the
handle bars at the age of 77) dressed in the clothes he worked in; all other
informants dressed in a semi-formal way and | was careful to observe a
high degree of awareness about ‘self presentation’ in each case, though
less so with Stimm.

The interviews themselves were all recorded and later selectively
transcribed. On one occasion, owing to technical failure, | had to take
notes, and in the last interviews with Stimm before leaving the field, notes
were taken, partly because we seemed to be going over ground already
covered and partly because of time constraints. The advantage | found of
note-taking was that | could refer to them during and immediately after the
interview when | could develop them into initial interpretation.

In order to help informants orient themselves, | gave them an
explicit account of the purpose of the study. The interviews themselves
were unstructured and came quite close to a normal conversation
situation. | usually went to each interview armed with a provisional
agenda of questions and problems but | used these to guide rather than
structure the interview process. This agenda was based on interpretation
of the previous interview and issues and problems that had arisen in
interviews with other informants. See Appendix B for an example of such
an interview agenda.

As these were exploratory interviews, not subjected to
‘conversation analysis,’ | did not use complex notation but instead devoted
my limited time to the translation of the selective transcript material from
the interviews with Stimm, Mosswitzer and Spalt. | have a fairly good

working knowledge of German but verified my translations with my wife,
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