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Abstract

The initial research question for this practice-based doctoral research project was 

to ask, “Is it possible to develop a more confident, self-conscious creative voice 

able to articulate one’s identity more clearly through the making of handmade 

artefacts?”; this thesis applies the methodologies of autoethnography and pedagogy 

to consider an answer. My original contribution to knowledge through this enquiry 

is the identification of the ways in which the exploration of identity through 

autoethnographic, creative and pedagogic methods encourages an expanded field of 

self-knowledge, self-confidence and sense of creative self. 

This autoethnographic study focuses on the analysis of my experiences as 

a working class girl growing up in an upper middle class suburb of Boston, 

Massachusetts in the United States. Diagnosed with a spine deformity at the age 

of ten, I utilise autoethnographic theory, methods and analysis in this thesis to 

gain knowledge of myself and the culture I grew up in to understand the possible 

reasons for my sense of shame and rejection, and my subsequent development 

of a fragile identity. This thesis evidences that the study of one’s culture and its 

signifying practices develops knowledge of the self, that they are necessarily 

intertwined.

Central to this study has been my development of embodied, theoretical and 

material knowledge through learning the craft-based skill of hand bookbinding, and 

my emergent confidence to encase my visual practice in handbound artist’s books.  

The visual element of this practice-based PhD is a series of handmade artist’s 

books which contain collaged digital photographs of walks I took in my home town. 

This thesis evidences that through learning these skills I have developed greater 

self-knowledge as an artist/designer/maker. This approach has been successfully 

translated to the teaching of bookbinding skills through workshops influenced by 

Wenger’s (1998) theory of ‘communities of practice’ in a collaborative learning 
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setting. This thesis reports that participating students’ perceptions of themselves 

have changed through their development of the skills and knowledge involved in 

encasing their individual creative work into handbound artist’s books.

Through the critical analysis of empirical and practice-based methods engaged in 

during this study, I argue that the artist’s book, as performative autoethnographic 

practice, evidences embodied knowledge of one’s identity and creativity by encasing 

the self within the book. 
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Chapter 1: 
Introduction and Context
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This practice-based doctoral thesis represents a journey, its narrative is told 

through the written word, collaged photographs taken on a walk through a 

significant place, and bound in artist’s books. The written and visual elements of 

the thesis are of equal importance; indeed, the narrative would be lost without both 

methods of representation. 

The initial research question for this practice-based doctoral research project was 

to ask, “Is it possible to develop a more confident, self-conscious creative voice 

able to articulate one’s identity more clearly through the making of handmade 

artefacts?”; this thesis applies the methodologies of autoethnography and pedagogy 

to consider an answer. My original contribution to knowledge through this enquiry 

is the identification of the ways in which the exploration of identity through 

autoethnographic, creative and pedagogic methods encourages an expanded field of 

self-knowledge, self-confidence and sense of creative self. 

As noted by Till (2005), “stories about the self are always situated; they have 

a particular time and place” (p.14). This thesis is a narrative of the girl with the 

crooked spine who returned to an upstanding town. This is a narrative that also 

suggests there are many selves, for “visiting past places brings a sense of nostalgia 

for the past and for past selves” (Till, 2005, p.15).

Sometimes through the ritual of returning, one may experience a 
transformative moment and confront personal and social hauntings… 
Through these encounters, through these returns, the past is not defined 
by recollections of first-hand knowledge but rather creatively imagined 
through reconstruction and repetitive views of images, stories and other 
representations (Till, 2005, p.15).

This study utilises autoethnographic theory, analysis and practice to enable me 

to gain knowledge about myself and why a childhood trauma continues to effect 

my identity. Autoethnographic projects are defined as those that, “consciously 

confront dominant forms of representation and power in an attempt to reclaim – 

through a self-conscious, individual, political response – representation spaces that 
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marginalize individuals and others” (Pratt as cited by Neuman, 1996, p.189). This 

performative autoethnographic project aims to develop unique knowledge in the 

areas of experiential, tacit, representational learning through the embodied and 

material making of artefacts representing personal memory.

I define this as a performative autoethnographic project because, at its heart, are 

storytelling, giving testimony, going ‘in-between’, staging encounters and asking 

“how our personal accounts count” (Holman Jones, 2005, p. 764). I perform my 

autoethnographic account in this thesis in two ways. Firstly, through italicised 

passages that are interwoven into the body of this text, and secondly through the 

making of the artist’s books which contain representations of walks I undertook 

in the place I examine here. The performance of my autoethnographic account 

extends to viewers who engage with the handmade books of my walks: they touch, 

they feel, they perform the act of ‘reading’ a book through turning pages and 

holding both covers in their hands. 

The project considers the relationship between personal memory and embodied 

knowledge of place utilising practice-based visual output as both material and 

metaphoric representations of knowledge. This autoethnographic study focuses on 

the analysis of my experiences as a working class girl growing up in Wellesley, an 

upper middle class suburb of Boston, Massachusetts, United States and diagnosed 

with a idiopathic scoliosis, a spine deformity, at the age of ten. This diagnosis and 

the subsequent need to wear a back brace through my early teens filled me with 

shame and self-loathing. I utilise autoethnographic theory, methods and analysis in 

this thesis to gain knowledge of myself and the culture I grew up in to understand 

the possible reasons for my sense of rejection from that place, and my subsequent 

fragile identity.

Applying the overarching methodologies of autoethnography and pedagogy, central 

to this enquiry is the development of an understanding of the question Barrett and 
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Bolt (2007) asked creatives, “what new knowledge/understandings [do]…studio 

enquiry and methodology generate that may not have been revealed through other 

research approaches?” (p. 1). I am interested in pursuing this question not only 

for the sake of the knowledge I’ve developed through the making of my books, 

but also to better understand how to support students’ development of creative 

self-confidence which enables them to articulate their identities more clearly. 

Holman Jones (2005) suggests in order to counter the demand for objective truth 

and reliable evidence from studio work four questions need to be asked about 

the nature and validity of how knowledge of self is developed: how is experience 

and meaning expressed covertly? How might the body and senses be inseparable 

from mind and thought? How could the self be constructed and explained through 

storytelling? How might these stories help us to interpret our social and personal 

lives? This thesis will answer all of these questions through linguistic discourse and 

visual practice.

This project has emerged from my curiosity regarding whether new knowledge 

of practice, creativity, expression and the self might emerge from the embodied 

practice of making with one’s hands. The thread running through this investigation 

is the development of embodied, theoretical and material knowledge gained from 

consciously developing hand bookbinding skills through the course of this study. 

Underpinning this skill development is an interest in understanding how my success 

at developing these skills might influence my teaching of design theory and practice 

at degree and postgraduate levels. 

A Walk of Twenty Steps

With this doctorate I sought ways to challenge my belief that I am not creative and 

pursue my interest in visual methods of signification. To put it simply, as Harper 

(1994) encourages, I wanted to ‘craft a tale’ by any means available: the first 

person; the subjective; the reflexive; through the narrative of storytelling; and with 
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the visual. Harper (1994) further notes that,

It is clear that visual representations help us learn ourselves; they help us 
communicate to others…most fundamentally, they) allow us to make (the) 
kinds of statements that cannot be made by words. (p. 411)

This thesis celebrates this process of creating visual representations that can aid 

in deeper knowledge of ourselves; visual practice is the thread that runs through 

it. The artist’s books I have developed as the practice element to my thesis have 

required various visual and embodied practices including documentary photography, 

walking practices, collage, and hand bookbinding. I will further discuss the meaning 

making aspects to each of these practices contained in the artist’s books in Chapter 

Four.

Qualitative researchers (Bullough & Pinnegar, 2001; Gray and Malins, 2004) note 

that key to any research undertaking is the requirement for researchers to answer 

the “so what?” question, “a question of significance that wise readers ask and 

require to be answered” (Bullough & Pinnegar, 2001,p. 15). This autoethnographic 

practice-based enquiry stands at the crossroads of self-study, ethnography, memory 

and embodied knowledge. As a ‘self-study’ Bullough and Pinnegar (2001) suggest 

that this thesis and I “stand at the intersection of biography and history” (p.15). 

I propose that this study includes ‘knowledge’ as a third path on this intersection 

and, at its core, is an ontological study that asks fundamental questions about 

identity, self-reality and self-truth. This study, therefore, offers new insight into 

the impact that the conscious development of supportive creative communities has 

on learning new skills and gaining a ‘sense of creative self’ (Reid & Solomonides, 

2007).
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Organisation of the thesis

Chapter Two: Conceptual Frameworks

Chapter Two explores the conceptual frameworks this study engaged with to 

understand how the exploration of identity through creative methods might 

encourage an expanded field of self-knowledge, self-confidence and sense of 

creative self. The theoretical methodologies examined in this chapter that are of 

key importance to this study include autoethnography, memory studies, human 

geography and visual methodologies. I discuss the functions of a particular culture, 

American upper middle class suburbia, studied through autoethnographic methods, 

and the corporeal expectations of healthy bodies within it through Foucault’s 

theories of the medical gaze and biopower. This chapter will also consider the 

important role played by visual methodologies and practice-based methods in 

exploring apposite representations of the autoethnographic insights posed by this 

thesis.

Chapter Three: Memory and Place

Chapter Three is focused on a cultural critique and analysis of Wellesley, 

Massachusetts, United States where I lived from the ages of six to eighteen. This 

is the ‘place’ of this autoethnographic study and is central to both the written and 

visual practice of this thesis. The chapter considers the historical development 

of suburbs both in the United Kingdom and the United States and I specifically 

examine the growth and planning of Wellesley. The chapter also explores corporeal 

expectations of suburban middle class culture unique to the United States and its 

roots in the modernist sartorial style ‘The American Look’. In this chapter theories 

of memory and place making practices are considered here to understand how 

memory and place play an important role in our identities. 
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Chapter Four: Visual and Material Practice

The purpose of this chapter is to consider the various embodied and performative 

practices I engaged in as a process to develop my doctoral artefacts which include 

walking, photographing, collaging and bookmaking. The term ‘process’ is of 

particular importance: my meaning here is that I will foreground in my discussion 

of the visual and embodied methods which I employed to create my artefacts what 

I have learned about myself, my identity, the culture of the place examined and 

the root of my sense of rejection from that place in the process of making these 

artist’s books. In doing so I will argue that through being mindful of the process 

and performance of creativity I have found ways to support alternative views of 

myself, my past, my memories and the contested space of my youth. This chapter 

explores previous practice I have developed to engage with notions of corporeal 

identity and a place-based sense of self. This visual practice entitled The Other; 

The Included, 2006 and Leaving (a work in progress), 2012, explore themes that 

underpin this study and contextualise my doctoral practice. This chapter will explore 

and critically discuss the material and embodied making of a series of artist’s 

books, A Walk of Twenty Steps, as an autoethnographic performance. These books 

aim to visually and physically articulate tensions found in my own personal and 

social identity which emerged from a sense of displacement and rejection from the 

place of my childhood which I’ve explored in Chapter Three, which make up the 

practice element of this thesis. I consider how the various visual and embodied 

methods I employed to create the books: photography; walking/movement through 

space; collage; bookbinding; and personal linguistic narrative, all add meaning to 

the artefacts themselves.

Chapter Five: The Pedagogy of Making

This chapter will consider the development of collaborative teaching and learning 

practices through my introduction of a series of extra-curricular department-wide 



17

bookbinding workshops away from the formal studio environment over a four year 

period. I will then discuss the impact these workshops have had on the practice 

of participating students and their sense of ‘creative self’ through the analysis of 

anonymous surveys carried out over the span of these workshops. I will go on to 

consider the role that leading these workshops has played in the development of 

my bookmaking and pedagogic practices; I will propose here that the experience 

of making alongside my students, in a community of practice (Wenger, 1998), has 

changed me and my sense of self.

Autoethnographic narrative

Throughout the written element of this thesis the reader will encounter indented 

italicised passages. These are autoethnographic and reflexive performance of self 

which contextualise my theoretical investigation into culture of place, the disciplined 

body and experiential, embodied knowledge. The abrupt shift in tone is intentional 

to disturb a comfortable discourse between author and reader, performer and 

audience, to reflect the awkward nature of developing new knowledge of the self 

through experiential practices.

Illustrations

I have included three categories of illustrations in this thesis. First, are images 

located through research and are embedded in the text, captioned with reference 

to the text where it is published; all texts cited can be found within Bibliography 

I. Second, are photographs of the tests, works-in-progress, prototypes and final 

books which make up the body of the practice element to this thesis. These can be 

found as A3 sized plates, folded to A4, at the back of Chapter Four, and listed in 

the List of Plates located just after the List of Contents. Third, are photographs and 

extracts of collaborative artists’ books which have been exhibited in 2016. These 

photographs can be found in the Appendices and are embedded into the A4 pages 

there.
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Above: X-ray of my spine with the curve having progressed to 23o, July 1978

Right: Both braces. The smaller was fitted in July 1978 at the age of 11, the 
larger possibly in 1981, age 13/14.

Plate 1
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Introduction

This chapter explores the conceptual frameworks this study engaged with to 

understand how the exploration of identity through creative methods might 

encourage an expanded field of self-knowledge, self-confidence and sense of 

creative self. The theoretical methodologies examined in this chapter that are of 

key importance to this study include autoethnography, memory studies, human 

geography and visual methodologies. With this chapter I discuss the functions 

of a particular culture, American upper middle class suburbia, studied through 

autoethnographic methods, and the corporeal expectations of healthy bodies within 

it through Foucault’s theories of the medical gaze and biopower. This chapter will 

also consider the important role played by visual methodologies and practice-based 

methods in exploring apposite representations of the autoethnographic insights 

posed by this thesis.

I will begin with a survey and literature review of the developments in qualitative 

paradigms, and ethnographic approaches in particular, in the last fifty years. I 

consider the shifts in evidential legitimacy, objectivity, and praxis through the 

visual and reflexive turns, in order to locate autoethnography within qualitative 

research methods. Through this analysis I will propose that the methodology of 

autoethnography offers this study the theoretical insight to explore the possible 

cultural reasons precarious identities develop. 

This chapter then considers theories and frameworks relating to power relationships 

in cultural expression of knowledge, memory and identity. Sociological theories of 

the cultural significance of the development of personal and cultural memory are 

discussed along with the important role that space and place play in shaping our 

identity. 
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I will then explore Michel Foucault’s theories of institutional discipline and power, 

‘biopower’, played out on the body. Here I discuss the importance of Foucault’s 

analysis to enable a critique of the culture I lived in when diagnosed with a spine 

deformity. I then go on and discuss psychological theories of shame and guilt to 

underpin Foucault’s theories to my own experience. 

The final section of this chapter will consider the central importance of visual 

methodologies to this study. I outline a short historical survey of the emergence 

of this qualitative research framework as a new invitee to the academy’s table and 

note that its acceptance as an equal to linguistic discourse remains contested within 

the academy.

Paradigm, methodology and methods

Autoethnography emerged from the cultural shifts toward the local, the reflexive 

and the visual in the early postmodern period of the 1960s. Key to the methodology 

is the recognition that the ethnographic researcher’s own experiences influence 

research outcomes, that ‘self-truth’ could not and should not be ignored in the 

analysis of ethnographic data. To fully understand the theoretical, methodological 

and practice-based shifts in ethnography over the past half-decade which have 

engendered space for autoethnography to become legitimised by the academy, it is 

useful to return to the language of the physical and social sciences. 

Guba and Lincoln (1995), Lincoln and Guba (2003), Pink (2011, 2012, 2013) note 

that in recent decades challenges to the dominance of the Positivist paradigm within 

research methodologies have developed. Critics argued that theories and facts are 

interdependent and power-laden and therefore the paradigm produced questionable 

findings. Another ground for critique was the problem of induction, where the 

theory window through which one looks determines facts, but the same facts 

might support various different theories. Therefore, the validity of induction arrived 
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at by a single, inevitable theory was disputed. Another critique arose regarding 

the privileging of facts where critics argue that, just as theories and facts are 

interdependent, so are values and facts; critics argued that theories are themselves 

value statements. This then challenged the presumption of value-free outcomes by 

Positivists. The interactive nature of the inquirer-inquired relationship has raised 

challenges by critics where the Positivist view of inquiry is that the inquirer stands 

behind a one-way mirror viewing natural phenomena as they happen and recording 

them objectively without influencing the phenomena or, indeed, the other way 

round. From this another challenge to the notion of Positivist objective observation 

was raised by critics who argued that a more plausible description of the inquiry 

process is that findings are created through the interaction of the inquirer and her/

his experiences (Guba & Lincoln, 1995). This particular critique rings true to my 

practice as a qualitative researcher who  utilises visual methods within a research 

study to investigate hypotheses through analysis of creative outputs, which then 

become my data. 

The visual and reflexive turn

Pink (2013) suggests that “ethnography itself, although its development has 

historically been associated with anthropology and sociology…it is not owned by any 

one discipline”(p. 18). As such, then, ethnography is a methodology rather than 

an academic discipline and “is shaped and formed by the disciplinary theories and 

priorities that inform the work it is required to undertake…a necessary condition 

of its use” (Pink, 2013, p. 18). Consequently ethnographic practice has expanded 

greatly through the visual and reflexive turn of postmodernity since the 1960s. 

Pink (2012) notes that there were two key shifts towards making meaning with 

visual practice during the twentieth century. The first involved the push for visual 

methods and visual representation during the 1970s and 1980s when these were 

still highly contested. Working with and creating images was often dismissed as 



24

being overly biased. By the late 1980s into the 1990s, along with the reflexive and 

postmodern turns in theory and methodology, visual methods had begun to become 

more accepted and there was an increasing interest in their practice (p. 8). Pink 

(2013) states, 

a reflexive approach recognises the centrality of the subjectivity of 
the researcher to the production and representation of ethnographic 
knowledge…subjectivity should be engaged with as a central aspect of 
ethnographic knowledge, interpretation and representation. (p. 36)

It was in the 1990s that the reflexive approach to ethnography became established. 

Postmodern theorists of the time contended that ethnographic knowledge and text 

could only ever be a biased construction that represents only the ethnographer’s 

version of reality. Pink (2013) notes, “One way to account for this as a researcher 

is to maintain an awareness of how different elements of our biographies, existing 

experiences, and elements of our identities become significant during research” (p. 

37). Here we begin to see the development of autoethnography as a legitimised 

methodology for engaging in social research. 

In the 1990s, new literature emerged engaging with historic debates regarding 

the relationship of the visual within ethnographic practice. The literature strove to 

move away from the scientific realist paradigm within the social sciences but was 

caught between theoretical and practical advances of visual ethnography and the 

conservatism of “positivist scientific tradition” (MacDougall, 1997, p. 192 as cited in 

Pink, 2013, p. 21). MacDougall proposed a radical departure for visual ethnography 

in suggesting that practice shift 

from word-and-sentence-based anthropological thought to image-and-
sequence-based thought…for (since) visual anthropology can never be 
either a copy of written anthropology or a substitute for it…for that very 
reason it must develop alternative objectives and methodologies that will 
benefit anthropology as a whole (MacDougall, 1997, p. 292-3 as cited in 
Pink, 2013, P. 21).

From these critiques of traditional ethnographic practice emerged the 
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methodologies of visual archaeology, visual ethnography, autoethnography and 

sensory ethnography as well as the new paradigm ‘practice as research’ (Barrett, 

2007a, 2007b; Barrett & Bolt, 2007, 2013; Bolt, 2004, Gray & Malins, 2004; 

Sullivan, 2009). Of central importance to this thesis, this framework proposes that 

the production of visual artefacts is the research process and the artefacts are 

data to analyse. My experience developing this thesis indicates that my instinctual, 

experimental and exploratory initial photographic and walking practices were 

indispensable to further deepen the linguistic discourse within my study. Through 

this practice I found the answers to Gray and Malins’ (2004) ‘Why?’ and ‘So What?’ 

stages in a research project. However this remains a contested area for qualitative 

researchers from both social scientific and visual practice-based training which will 

be discussed further in Chapter Four.

Autoethnography

To fully understand my restless search for ‘home’ throughout my adult life, I sought 

theoretical frameworks and methods that would enable me to examine my sense 

of rejection from the culture within which I lived my formative years: American 

suburbia. From my study of visual culture and cultural memory at Masters level and 

my life-long interest in materialist understanding of the status quo, I was aware 

that sociology and ethnography were key methodologies for me to engage with 

though my doctorate. With the framework of autoethnography I found the reflexive 

tools I sought to understand my response to the culture I lived in. 

Autoethnography as a methodology has a dual focus: the experiences lived by 

the self and an analysis of those experiences within the culture which the author 

inhabited. Reed-Danahay (1997) informs us that anthropologists, sociologists and 

literary critics have used the word ‘autoethnography’ since the 1970s with each 

discipline bringing different meanings to the term. She notes that the history of 

the term can be traced through two routes: that focused on ethnography and that 
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focused on autobiography. According to Chaplin (2011), “an autoethnographic 

project…often hopes to bring aspects of the research process into the open that, 

in a more conventional project, would remain hidden” (p. 243). Neumann (1996) 

notes that the declaration of the ‘crisis of representation’ in anthropology by 

Clifford (1986, as cited by Neumann) and Marcus and Fischer (1986, as cited by 

Neumann), “created a clearing for an ‘experimental moment in the human sciences’ 

that fostered numerous critical readings of ethnographies and autobiographies and 

designs for new ethnographic writing strategies” (Neumann, 1996, p. 188). 

Reed-Danahay’s (1997) writings aim to challenge the, “binary conventions of a 

self/society split as well as the boundary between the subjective and objective” 

(p. 2). She also considers as appropriate the postmodern/postcolonial concept of 

identity of self and group as multifaceted, complex and in flux. In this way the 

notion and practice of autoethnography opens up new ways of writing, visualising, 

and performing private and public identities that are “multiple and shifting” (p. 

3). This definition supported my interest in ‘getting to the root of the problem’, 

my sense of rejection and subsequent restlessness, while very aware that this 

‘problem’ is uniquely my personal experience, narrative and memory. As I discuss 

further in Chapter Three, all personal memory is speculative, selective and as much 

influenced by cultural amnesia as it is cultural memory: we remember what we do 

for particular reasons in the present moment (Halbwachs, 1992). 

The postmodern and poststructuralist challenges to notions of power, truth 

and authenticity would lead us to believe that, as the subject is writing about 

themselves, autoethnographic writing is more ‘truthful’ and ‘authentic’ than 

traditional ethnographic studies of ‘others’. Reed-Danahay (1997) suggests 

this is too simplistic a view “to enable real understanding of the processes 

of representation and power” (p. 4). She suggests that the thread that links 

autoethnographic practices is the theme of displacement which “breaks down 
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dualisms of identity and insider/outsider status...(and whomever is telling the 

story)…this figure is not completely ‘at home’”(p. 4). Reed-Danahay proposes that 

to engage with autoethnography one must be able to rise above the self/public 

duality; she claims this is the postmodern condition and requires a “rewriting of the 

self and the social” (p. 4).

Reed-Danahay (1997, p. 6) notes that amongst social scientists there are various 

viewpoints on what autoethnographic practice is. A key distinction is whether or 

not the accent is on autobiography or ethnography. According to Reed-Danahay, 

the notion implies a form of “native ethnography” (p. 8), a study of the author’s 

own group which in turn supports the concepts of ‘authenticity of voice’ and 

‘counternarrative’ (p. 9). For Denzin (1989, as cited by Reed-Danahay, 1997, p. 

6) autoethnography involves the analysis of the writer/maker/performer’s own 

life story when analysing that of others through biography or ethnography. Key to 

Denzin is that the writer/maker/performer doesn’t assume the role of ‘objective 

outsider’ prevalent in traditional ethnographic practice. 

With autoethnography I found a methodology that opened up a way to research 

my personal experiences within a culture I could analyse for its effects upon me. 

Utilising the framework of autoethnography I engaged in research methods that 

enabled me to gather research that enabled me to further understand the ways in 

which this culture shaped a wider ideology of gender and body politics which have 

affected my sense of self from an early age. There were no facts, no firm evidence, 

to support this sense of rejection. What I propose I have developed through this 

thesis is a ‘counternarrative’ (Reed-Danahay, 1997) that, with the framework of 

autoethnography, I analyse my life experiences as evidence rather than a set of 

archived official truths. This has been particularly difficult because, as I discuss 

in detail in Chapter Three, the town in which I grew up is known nationally as 

a representation of the ‘American Dream’ (Adams, 1931). As such, the town’s 



28

mythology is that residents are lucky to live here and, if there are any negative 

experiences, these are of an unfortunate individual’s own making.

Pratt considers autoethnography as a “mod(e) of resistance to dominant 

discourses…autoethnography is a form of ethnography of one’s own culture, rather 

than a piece of autobiography” (Pratt, 1992;1994 as cited by Reed-Danahay, 1997, 

p. 7).  Pratt (as paraphrased by Neuman, p. 189) defines autoethnographies as 

practice that addresses the author’s culture and the dominant culture. In this way 

Pratt believes that autoethnographic practices “assert alternative forms of meaning 

and power from those associated with the dominant, metropolitan culture” (Reed-

Danahay, p. 8). For Reed-Danahay, autoethnography is “a form of self-narrative 

that places the self within a social context…(it) can…be done by an autobiographer 

who places the story of his or her life within a story of the social context in which it 

occurs” (Reed-Danahay, 1997, p. 9). 

Performing autoethnography

As I will discuss more in Chapter Four, my artist’s books are inherently performative 

as well as representative of performance. The books embody the performance 

of my physical movements to make them: they would not exist without the 

repetitive performance of hand bookbinding skills. However, my books also encase 

a representation of the movement of my body through space and place on a walk 

through the commercial centre of my hometown while taking a photograph every 

twenty steps. Performance, and with it notions of the trace bodies leave in their 

wake, is central to the practice element of this thesis as well as the conclusions 

drawn by the written element.

Holman Jones (2005) considers that the practices of autoethnography are 

supported by a long history in performance through storytelling, giving testimony, 

witnessing, going ‘in-between’, staging encounters, and creating disturbances 
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(p. 784-5). She describes autoethnography as “performance that asks how 

our personal accounts count” (p. 764). Spry (2011) defines performative 

autoethnography as,

a critically reflexive methodology resulting in a narrative of the researcher’s 
engagement with other in particular sociocultural contexts. Performative 
autoethnography views the personal as inherently political, focuses on 
bodies-in-context as co-performative agents in interpreting knowledge, 
and hold aesthetic crafting of research as an ethical imperative of 
representation (p. 498).

Spry considers performative autoethnography as a social praxis and a critically 

reflective methodology (p. 499). For her the methodology can provide a framework 

to critically reflect on the ways in which our personal lives overlap, collide and 

connect with other in the body politic. In this way autoethnography provides a 

device to examine social questions (p. 499). Spry links linguistic discourse with 

articulation of what the body knows. She notes that “in postmodern research 

we sometimes like to think of the body as inherently ‘knowing’ things without 

remembering that the body knows what language constructs”(p. 507). She states 

that key to the praxis of performative autoethnography is “the ontological tension 

between its epistemological potential and its aesthetic imperative” (p. 508). For 

Haynes (2011) it is in the performing of the autoethnography that the subjective 

and analytical tensions in the narrative merge, “the being in the moment, at 

the point of presentation, makes for an intersubjective experience, drawing 

on the response of the audience and the further reflections undertaken by the 

autoethnographers” (p. 144). 

Knowledge, memory and power

Till (2003; 2005) and Nora (1989) have studied how memories of place shape 

cultural, geographic and personal identities through what Till (2005) terms ‘place-

making practices’. This thesis engages with the concepts of cultural and personal 
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memory utilising frameworks of sociology and psychology. Human and cultural 

geography will be engaged with to understand why places matter so much to our 

identities. 

Ricoeur’s writings (2004) are meaningful to this investigation as he distinguishes 

between the individual memory (what is remembered) and the individual’s act of 

remembering (who is remembering) and how this remembering is articulated in 

language. He terms this ‘the school of inwardness’ and notes, 

in this way, mineness could be designated as the primary distinctive 
feature of personal memory. This tenacious adherence of the ‘who’ to the 
‘what’ is what makes the transfer of memories from one consciousness to 
another so difficult (2004, p. 126). 

For Ricoeur, memory is a phenomenonological event and the act of remembering 

the “attribution that permits the phenomenon” (p. 126). He notes with interest 

the research of Strawson (cited by Ricoeur, 2004, p. 127) who proposed that “if a 

phenomenon is self-ascribable, it must be other ascribable. This is how we express 

ourselves in ordinary language and at a higher reflexive level” (p. 127). Ricoeur 

takes this to mean that memories attributed to others do not become superimposed 

on our own memories but rather they co-exist and he suggests that “we cannot do 

the one without doing the other” (p. 127).

Thus remembering personal memories is a social, and therefore, a cultural act. 

As I described previously (Kealy-Morris, 2008) I take a constructivist approach 

to defining ‘culture’: I understand it to be a signifying system that at the heart 

of its practice is the production and circulation of meaning (Williams, 1981; du 

Gay, 1997). As memory is a constructed representation of the past then, like 

language, it contains codes and conventions that produce meaning and make sense 

of the world through signifying practices (Hall, 1997). The past, then, can only 

have meaning if it is articulated and represented through the act or the work of 
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remembering; memory is a ‘meaning-producing practice’ (Hall, 1997). My approach 

to the study of cultural memory is greatly influenced by the work of cultural studies 

scholars in the 1970s and 1980s who developed the concept of a constructivist 

approach to representation (Barthes, 1977, 2009; du Gay et al, 1997; Hall, 

1997; Hebdige, 1991; Sturken & Cartwright, 2001; and Williams, 1981). The two 

pioneers of cultural memory theory, Pierre Nora (1989) and Maurice Halbwachs 

(1992), define a group’s agreed set of memories as ‘collective’ (Halbwachs) and 

‘social’ (Nora). My definition differs, and is based on employing the constructivist 

approach to representation: I define this kind of memory as ‘cultural’ memory. I will 

discuss later in this chapter how a place can be developed to have an agreed set of 

memories attached to it, often through nostalgic tropes; these memories, in turn, 

come to define the way a place is understood.

There are key texts that have influenced cultural memory theory as a method for 

analysing particular cultural production dealing with the past. Huyssen states, “the 

past is not simply there in memory, but it must be articulated to become memory” 

(Huyssen, 1995, p. 2-3). Sturken (1997) agrees and adds to Huyssen’s analysis by 

suggesting that cultural memory is an active process in which memory is produced 

through cultural products she terms ‘technologies of memory’. Sturken suggests 

that the range of cultural products which produce cultural memory can include 

public art, memorials, and photographs. Her central point is that there is a shared 

materiality to this kind of remembering that is meaningful to a group’s identity. 

Both Huyssen and Sturken approach cultural memory production at national 

and international level, an approach that strengthens the argument that cultural 

memory is a method for the defining of a culture.
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As this is an autoethnographic study I am interested in what Sturken (1997, p. 

6) terms the ‘political nature of memory’: who decides what representations of 

the past should enter the public domain? Foucault’s (1980) notion of  ‘subjugated 

knowledge’ has been useful to my research and has deepened my understanding of 

what is at stake in defining the function, practices, traditions and memorialising of 

Wellesley. Through Foucault’s use of the genealogical analysis of knowledge-building 

he defined the concept as,

a whole set of knowledges that have been disqualified as inadequate to 
their task or insufficiently elaborated: naïve knowledges, located low down 
on the hierarchy, beneath the required level of cognition or scientificity. 
(Foucault, 1980, p.82)

Foucault (1975, 1980) was interested in the knowledge of the unheard, 

unrepresented and unacknowledged in society such as the patient and the 

prisoner whose experiences and voices are not included in official records of 

history or memory. Foucault termed the memory of those without access to official 

representation as ‘popular memory’ (1975, p.25) and noted that power struggles 

take place between official and popular memory to determine which will be 

recognised and acknowledged. Foucault stated, “Since memory is actually a very 

important factor in struggle…if one controls people’s memory, one controls their 

dynamism” (1975, p.25). 

Aligned with Reed-Danahay’s (1997) notion of the counter-narrative within the 

autoethnographic framework is Foucault’s (1975) use of the term ‘counter-memory’ 

(p.25) to represent memories that resist official memory (Sturken, 1997, p.6). Till 

suggests that social groups may establish places of memory for many reasons, 

perhaps to challenge dominant power relations or to contribute to the group’s 

politics of everyday life (Till, 2003). 

With my Masters study I easily recognised the power relationships in the official 

narrative told about the modernisation of my adopted home of Manchester, UK 
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through the destruction of working class neighbourhoods during the postwar ‘slum 

clearances’. This research journey has been far more difficult as it was my own 

skin I was looking under to understand how the town influenced my identity and 

therefore autoethnographic theory and analysis has been fundamental to this study. 

As a child and a teenager I was powerless to question the priorities of the culture in 

which I was immersed, indeed I knew of no other in which to compare.  In Chapter 

Three, through autoethnographic analysis, I suggest that I was immersed in a 

subtle ideological battle concerning how female bodies should function and perform 

in that place: a late-twentieth century upper middle class American suburb in New 

England. 

The instability of place

As my autoethnographic study is centred not on an event but the place of my 

childhood, these are memories of place rather than events which require an 

interdisciplinary study between the theories of cultural memory and human 

geography. Nora (1989) and Halbwachs (1992) were both interested in how 

memories that groups and cultures held were at once different from historical 

fact and endured through time. Nora delineated between ‘sites of memory’ and 

‘sites of history’ and notes that, “memory attaches itself to sites, whereas history 

attaches itself to events” (Nora, 1989, p. 22). Nora’s research includes in the list of 

French national sites of memory signifiers of culture including architecture, public 

festivals, books and monuments (Till, 2003, p. 291). Halbwachs (1992) notes that 

when groups have a ‘place in space’ that is shared and are able to attach their 

collective memories to, these memories persist for longer. He argued that, due to 

the correlation between sense of self and place, the “spatiality of memory links the 

social and the personal” (Anderson, 2004, p. 22). 

Nora’s (1989) work documenting the diverse range of French national sites of 

memory demonstrates that the ‘where’ of memory changes over time and that 
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official memory can be challenged by alternative forms of cultural memory. Just 

like memory, then, place is also unstable and open to shifting social perceptions 

about its function and use. Till’s (2003) analysis of Halbwachs’ and Nora’s work 

has influenced my study of cultural attachment to place.  A geo-ethnographer, Till 

is particularly interested in the way in which groups create meaning and identity 

through places, 

Central to the ways that people create meaning about themselves and their 
pasts is how they expect places to work emotionally, socially, culturally, and 
politically. How do people make places to delimit and represent time (past, 
present, and future)? How, in turn, do these places define social relations? 
(Till, 2005, p.11)

Till’s (2003, 2005) concept of ‘regimes of place’ has played a significant role in 

framing my understanding of my research findings theoretically on the planning 

and development of Wellesley, Massachusetts as an upper middle class suburb. 

Till’s meaning here is that often an official set of culturally dominant place-based 

practices comes to characterise how people think about a place’s location, social 

function, sense of security and aesthetics; how a place ‘works’ to groups and 

individuals. Till’s (2003, 2005) interdisciplinary analysis of memory of place as 

a sociological phenomenon with inherent power struggles attached to contested 

geographical locations has had a profound influence on my research for this 

doctoral study to understand why Wellesley functions as it does. This thesis is 

indebted to Till’s (2005) analysis that memory of a place is built through “cultural 

practices of social memory which take place and define a public space through 

which groups debate and negotiate their understandings of past and present social 

relationships” (Till, 2005, p.17). Memory and meaning of a place are therefore 

negotiated and contested, not inherent, natural, and obvious. Rogoff (2000) notes 

that with the introduction of the concept of ‘social space’ in the 1990s through 

the writings of Lefebvre (1991) and others, there developed a shift from space as 

meaning activity in a specific location to “space which is produced by subjectivities 
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and psychic states, and in which…social relations take place” (p.23). Till’s (2005) 

‘cultural practices in place-making’ and Rogoff’s (2000) ‘subjectively produced 

social spaces’ empower the spectator of a place to renegotiate its meaning. Rogoff 

(2000) notes, “spectatorship as an investigative field understands that what the 

eye purportedly ‘sees’ is dictated to it by an entire set of desires and by a set 

of coded languages and generic apparatuses” (p.34). Rogoff (2000) discusses 

how this spectatorship must look through a field of vision that has an ‘illusion of 

transparency’ (p.34), as if everyone who sees a particular view comes to the same 

conclusion of the socio-economic and political meaning of what is observed. She 

notes, “To some extent the project of visual culture has been to try and repopulate 

space with all the obstacles and all the unknown images which the illusion of 

transparency evacuate from it” (p.35). Her meaning here is that space is always 

differentiated, gendered, and racial, creating invisible boundaries to determine who/

what is included/excluded in/from a particular space.  I discuss in Chapter Four how 

my artist’s books offer an alternative view of Wellesley’s ‘illusion of transparency’.

Michel Foucault: Biopower, self-discipline and the medical gaze

As discussed above, Foucault’s writings regarding power relations in society 

have been influential on my research since my Masters study. In order to further 

understand my sense of rejection from Wellesley I have found Foucault’s theoretical 

concepts of ‘the medical gaze’, ‘self-discipline’ and ‘body-institutional power 

(‘biopower’) to expose the fear of the ‘unhealthy’ within Western society. Foucault 

(1977, 1979, 1980, 1982, 1989) examined the rise of institutions and their 

powerful influence on society between the eighteenth and nineteenth centuries in 

many of his texts. His description of the change in the view of illness, and therefore 

the language used to portray it, by the medical profession has had a profound 

impact on my memories of experiences in hospital. 

Foucault sees the body as a battleground: the frontline in the battle for a 
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productive economy (Mills, 2003, p. 83). Foucault (1979) asserts that as the 

industrial economy was developing a new set of controls was needed to regulate 

and discipline a new type of productive body from the population; Foucault terms 

the process of institutional control, categorisation, measurement and partitioning 

of the populations’ bodies as ‘biopower’. Foucault argues that with the increase 

in institutional power on daily lives, new forms of disciplinary practice emerged: 

internalised discipline, disciplining the self by the self, individuals become both 

the oppressed and oppressors. The use of the hospital as site of categorisation of 

the diseased body occurred at the moment of development of social sciences in 

general which led to the rise of the discipline of bodies in prisons, schools, work and 

asylums at the same time through surveillance, examination and regulation; these 

practices facilitated the process of obtaining knowledge about individuals (Sawicki, 

1991, p. 22). 

This new power dynamic between discipline and the body called for a new language 

for disease according to Foucault. As science advanced so the mystery of the body 

receded and in its place the language of pathology ruled. No longer was illness 

a symptom an individual experienced; the symptom became a disease, and the 

patient became defined by that part of the body which was affected. The patient 

became an object of scientific experimentation and investigation rather than the 

subject who held self-determination over their body; the sense of the corporeal 

whole was lost. As I discuss further in Chapter Three, this is how I came to define 

myself as a ‘deformed spine’ even though I was otherwise strong and healthy. I 

suggest that it is this self-disciplinary gaze that invites patients to be ashamed 

of their ‘abnormal’ bodies which then leads to the mind/body split and, as I note 

below, encourages further shame-induced behaviour which then leads to feeling 

deeper shame.

Foucault views the body as a place where discourses are acted out and acted upon.  
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Mills (2003) states that Foucault sees the body as a “historically and culturally 

specific entity…one which is viewed, treated and indeed experienced differently 

depending on the social context and the historical period” (Mills, 2003, p. 83). 

Sturken and Cartwright note, “Foucault argued that…institutional practices create 

knowledge of the body. They force the body to “emit signs, that is, to signify its 

relation to social norms” (Sturken & Cartwright, 2001, p. 97) of relative relations of 

normalcy and deviancy. According to Foucault, all bodies are constructed through 

what he termed ‘biopower’, the process through which the practices of institutions 

define, measure, categorise and construct the body to enable increased control 

and production. Foucault described institutions as, “instruments of the state, as 

institutions of power (which) ensured the maintenance of production relations” 

(Foucault, 1979, p. 141: emphasis in original). Such practices include public health 

schemes, education reform and demographic scrutiny through census taking. Mills 

(2003) states, “the body is one of the sites of struggle and discursive conflict upon 

which (Foucault) focuses” (p. 82). Power is established through rule over the body 

in the course of regulating its activity via these institutional schemes. Consequently, 

specific knowledge about the populace materialises and bodies (individual and 

collective) are imbued with particular meaning, ability, and value (Sturken & 

Cartwright, 2001, p. 350).

This bio-power was without question an indispensable element in the 
development of capitalism; the latter would not have been possible without 
the controlled insertion of bodies into the machinery of production and the 
adjustment of the phenomena of population to economic processes.…The 
investment of the body, its valorization, and the distributive management 
of its forces were at the time indispensable (Foucault, 1979, p. 140-1).

Sawicki (1991) notes that Foucault proposes, “we think of power outside the 

confines of state, law or class” (Sawicki, 1991, p. 20). Sawicki summarises 

Foucault’s theory of power: firstly, power is exercised rather than possessed, 

secondly, power is not primarily repressive but productive, and thirdly, power 

develops from the bottom up. She states, “disciplinary power is exercised on the 
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body and soul of individuals through the rise of human sciences in the nineteenth 

century” (Sawicki, 1991, p. 22). These disciplinary techniques were surveillance, 

examination and regulation/discipline, which facilitated the process of obtaining 

knowledge about individuals. Sawicki notes that Foucault argued against the 

Marxist location of power in a single class which he felt obscured an entire network 

of power relations that “invests the body, sexuality, family, kinship, knowledge and 

technology” (Sawicki, 1991, p. 24).  According to Foucault it is this network that 

makes possible certain effects of domination such as patriarchy and he argues that 

oppressive measures are in fact productive, giving rise to new forms of behaviour 

rather than simply censoring particular ones. I discuss further in Chapters Three 

and Four the way in which the medical and institutional gazes have productively 

prompted me to  ‘give rise to new behaviours’ such as empathy as well as shame-

induced obsessive compulsions.

In Discipline and Punish, Foucault (1977) examines the way that discipline as a 

form of self-regulation encouraged by institutions pervades contemporary culture. 

He analyses a range of different institutions including the hospital, the clinic, the 

prison and the university and notes the disciplinary practices which they have in 

common, primarily control which is internalised by each individual, disciplining of 

the self by the self (Mills, 2003, p. 43).  One of the disciplinary structures which 

Foucault (1977; 1980, pp. 146-65) discusses is the Panopticon, an architectural 

structure described by Jeremy Bentham, the eighteenth century philosopher, as a 

way of ensuring all prisoners can be seen in a prison without the observer being 

seen. Foucault (1980) explains, “in short the principle of the dungeon is reversed; 

daylight and the overseer’s gaze captures the inmate more effectively than 

darkness, which afforded, after all, a sort of protection” (p. 147).  Through creating 

maximum institutional visibility, Foucault argues that a new form of internalised 

disciplinary practice develops: a prisoner/student/patient/worker is required to act 

as if s/he is constantly being surveyed even if s/he is not. This is the internalisation 
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of the disciplinary gaze and ushers in a new set of power relations where the 

prisoner plays both role of oppressed and oppressor.

Foucault (1989) studied the fundamental shift in how the ill were perceived by 

the medical profession between the eighteenth and nineteenth centuries. Foucault 

begins with this statement, “This book is about space, about language, and about 

death; it is about the act of seeing, the gaze” (Foucault, 1989, p. ix).  While the 

shift in the doctor’s perception of the patient was due in part to technological 

advances, such as the x-ray, the primary driver of change, Foucault asserts, was 

language. He states that where an eighteenth century doctor might ask a patient, 

“What is the matter with you?” a nineteenth or twentieth century doctor would 

begin the dialogue with, “Where does it hurt?” with which Foucault asserts one 

can see the workings of the clinic (Foucault, 1989, p. xxi). Here we can see the 

relationship of signifier to signified reorganised: between the symptoms that signify 

and the disease that is signified, between the description and what is described. 

It is the objectivity of the symptoms that are noted rather than the individual’s 

subjective sense of illness,  “For the clinic, all truth is sensible truth” (Foucault, 

1989, p. 148). 

It is in this relationship of signifier to signified that the clinical/medical gaze 

develops according to Foucault as,

the gaze implies an open field, and its essential activity is of the successive 
order of reading; it records and totalizes; … it is spontaneously related 
to hearing and speech; it forms…the privileged articulation of two 
fundamental aspects of saying (what is said and what one says). (Foucault, 
1989, p. 149: emphasis in the original).  

The medical gaze also articulates the hierarchy of official language where patients’ 

voices aren’t heard and power over one’s self and body diminishes. Foucault 

states that it is for this new language that a new space is opening up for clinical 

experience: the body; the medicine of the mystery of invisible symptoms and pain 
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will recede and be replaced by pathological anatomy. The clinic had to be built to 

support this new language regarding the body.

Foucault (1977) examines the rise of the hospital as a space of discipline. He 

asserts, “discipline proceeds from the distribution of individuals in space” (p. 141). 

In order to achieve this discipline uses several techniques: create enclosure through 

built space such as the asylum, factory and prison; partition through separation 

such as with prison cells;  and develop functional sites where supervision is 

facilitated.

The medical supervision of diseases and contagions is inseparable from a 
whole series of other controls: the military control over deserters, fiscal 
control over commodities.…Gradually, an administrative and political 
space was articulated upon a therapeutic space; it tended to individualize 
bodies, diseases, symptoms, lives and deaths; it constituted a real table of 
juxtaposed and carefully distinct singularities. Out of discipline, a medically 
useful space was born (Foucault, 1977, p. 144).

Sawicki (1991) notes the corresponding institutions which developed dividing 

practices on the population were hospitals (medicine), asylums (psychiatry) and 

prisons (criminology). The binary divisions developed in the rise of the nineteenth 

century were: ‘healthy/ill’, ‘sane/mad’, ‘legal/delinquent’. She notes these can be 

used as effective means of normalisation and social control. It is in the more subtle 

divisions practised in society where we see the abjection of self develop through 

shame: the labelling as “different“ or “abnormal”. As I discuss further in Chapter 

Three, my diagnosis of idiopathic scoliosis at the age of ten and the subsequent 

bracing of my spine with an full-torso orthotic at age eleven made me medically 

and socially abnormal from a young age. Along with the brace came shame and a 

self-belief in my intrinsic weakness.



41

Shame and guilt

Brown (2010a, 2010b, 2012a, 2012b, 2015) and Tangney and Dearing (2002) 

write about the difference between the ways in which the negative emotions guilt 

and shame are experienced and their findings have had a profound impact on this 

study, my practice as an artist and educator and the argument which I develop 

here through the analysis of my findings. Tangney and Dearing (2002) discuss the 

seminal research undertaken in 1971 by Helen Block Lewis, a clinical psychologist 

at Yale University; she proposed that a fundamental difference between shame and 

guilt centres on the role of the self in how they are experienced.

The experience of shame is directly about the self, which is the focus of 
evaluation. In guilt, the self is not the central object of negative evaluation, 
but rather the thing done or undone is the focus. In guilt, the self is 
negatively evaluated in connection with something but is not itself the 
focus of the experience. (Lewis as cited by Tangney & Dearing, 2002, p. 
18; emphasis in the original)

While guilt is a painful emotion, because it is focused outside the self at one’s 

behaviour, it “doesn’t affect one’s core identity or self-concept” (Tangney & Dearing, 

2002, p. 19). Guilt, therefore, encourages “confession, reparation and apology” 

(Tangney & Dearing, 2002, p. 19), a chance to move forward and act differently 

next time.

In contrast, according to Tangney and Dearing (2002), feelings of shame are 

more likely to trigger a desire to escape and hide from the situation that initiated 

that sense of shame. Both Brown (2012a, 2012b) and Tangney & Dearing (2002) 

place a different emphasis on the self with each emotion: ‘I did that horrible thing, 

therefore I am horrible’ (shame) versus ‘I did that horrible thing, therefore I must 

not do that thing again’ (guilt). Accompanied with shame, therefore, is a self-belief 

in one’s helplessness and worthlessness; if one is bad reparations cannot make 

a difference. And here we see Foucault’s theory of the disciplined self within the 

Panopticon for, according to Block Lewis (as cited by Tangney & Dearing, 2002), 
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Although shame doesn’t necessarily involve an actual observing audience 
that is present to witness one’s shortcomings, there is often the imagery 
of how one’s defective self would appear to others.…(there is) a split in 
self-functioning in which the self is both agent and object of observation 
and disapproval. An observing self witnesses and denigrated the focal self 
as unworthy and reprehensible. Finally, shame often leads to a desire to 
escape or hide, to sink into the floor and disappear (p. 18).

When shamed, research participants felt more isolated, as if they did not belong, as 

opposed to when only guilt was experienced. 

Further studies designed and carried out by Tangney and Dearing (2002, p. 24-25) 

offered empirical evidence to strongly support Lewis’ findings. According to Brown 

(2012a, 2012b) and Tangney and Dearing (2002, p. 120; p. 136-7) proneness 

to shame opens up the individual to further psychological disorders including low 

self-esteem, depression, anxiety, eating disorders, suicide, substance abuse, risky 

sexual behaviour, and criminal behaviour.

According to Tangney and Dearing (2002) studies have shown that, along with 

socialisation influences, there are biological factors which can influence one’s 

propensity towards being shame-prone. Mental illness features in previous 

generations of my family and, as an emotional, sensitive and imaginative child, I 

was perhaps hardwired to feel everything deeply and internalise negative feelings. 

For me, the diagnosis of scoliosis was not simply a medical label placed upon 

the x-rays of my spine; it was a diagnosis of my lack of worthiness. I was unfit, 

unhealthy, and abnormal at the core of my self. I have engaged in many of the 

psychological pathologies listed above. While wearing the braces, and at various 

times throughout my life, I removed myself from public life. I became withdrawn 

and depressed. I believed the brace was punishment from God for not being a 

good enough daughter, or making my mother happy, or my father think me pretty, 

or my friends like me. I hated myself for the weakness of needing it, for having 

a disgusting, diseased body and I desexualised myself. I saw the brace as a life 
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sentence for the crime of being me. Foucault’s writing on the dual role of oppressor 

and oppressed within the self-disciplining gaze fits firmly into my experience of self-

hatred through the diagnosis of, and living with, scoliosis.

Visual methodologies

As I note in Chapter Four, my previous visual and written work has explored how 

I came to this place of shame and despair. With this study I move forward to find 

a way back to the public eye through walking, photographing, making with my 

hands and publicly exhibiting these artefacts. This section in the chapter will offer 

a brief contextual survey of the shifts in the qualitative research paradigm to make 

space for visual input and output to be recognised as valid data for analysis. In this 

way, just as my autoethnographic writing and performance produce and articulate 

significant reflexive experiential data, so do the artefacts I have produced. Chapter 

Four will consider the visual methods I have engaged in to develop the final visual 

output: my artist’s books. In that chapter I further articulate the argument that 

these methods have initiated and extended my emerging self-belief that, while I 

remain the girl with a crooked spine, I am anything but crooked. 

The cultural and political changes within Western society that challenged the 

dominance of the Positivist research paradigm as related to an understanding of 

the discipline of ethnography were being felt within the disciplines of art practice 

and cultural studies. By the turn of the twenty-first century, further shifts in 

consideration of reliable evidence were taking place. Pink (2012) notes that 

the explosion of digital technologies enabled ease in the capturing and editing 

of images, and from this further theoretical developments towards an interest 

in place, mobility, the senses and (audio)visual practice emerged. Pink (2013) 

appealed for “a visual ethnography that is informed by recent theoretical turns 

to theories of place and space, practice, movement, and the senses” (p. 17). Her 

interest has been in, 
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reframing the ways that culture and representations are understood in 
and as relevant to visual ethnography through an approach that seeks to 
recognise the interwovenness of socialities, objects, texts, images and 
technologies in people’s everyday lives and identities (Pink, 2013, p. 18).

These ideas have been pivotal in shaping the advances that are represented in the 

current visual methodologies represented within cultural studies, anthropology, 

sociology, ethnography, (audio)visual practice and the creative arts. Coming 

from a discipline that tends to subjugate visual ways of knowing to linguistic 

forms, the visual anthropologist Ravetz (2001) suggests that “the visual means 

of investigation” (p. 113) should be considered as simply another way of working 

in the field. She is interested in the kind of knowledge that might be revealed by 

these different visual techniques.  Ravetz (2001) proposes that the very process 

of making involved in visual research is central to the dynamic interaction between 

people, ideas, materials and situations. Her position builds on the postmodern 

evaluation of ethnography that took place in the 1990s. The new critique suggested 

that ethnography “should draw upon narrative; include the point of view, voice and 

experience of the author; and experiment with ways of telling” (Harper, 1994, p. 

407). Ravetz (2001) notes the centrality of the visual as a source for knowledge 

and understanding our world. However she also promotes a “collaborative 

relationship between images and text” (Ravetz. 2001, p. 122). 

With the visual turn in the social sciences and cultural studies, key texts have been 

written regarding the importance of the visual in understanding and analysing 

the production of cultural meaning under the discipline of Visual Culture (Mitchell, 

2005; Mirzoeff, 1999, 2002, 2006; Hall, 1997; Rose, 2007). Others write from the 

social sciences regarding the value of the visual in eliciting data, particularly in 

participatory action research studies (Chaplin, 2011; Harper, 1987, 1994, 2005, 

2012; Pink 2001, 2011, 2012, 2013; Prosser, 2011). This study is particularly 

interested in literature and projects that consider the artist as both the producer 
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and critic of creative work produced (Barrett, 2007a, 2007b; Barrett and Bolt, 

2007, 2013; Bolt, 2004, Gray & Malins, 2004; Eisner, 2002; Souminen, 2006; 

Sullivan, 2009). 

Barrett and Bolt (2007) argue that “knowledge is derived from doing and from the 

senses” (p. 1). They further state that this type of research is epistemologically, 

ontologically and pedagogically productive due to the necessity for the creative 

researcher to draw on “subjective, interdisciplinary and emergent methodologies 

that have the potential to extend the frontiers of research” (p. 1).  They note that 

creative arts research, because of its potential to generate subjective and personal 

knowledge, has the ability to further an understanding of the experiential, problem-

solving nature of learning and the variety of intelligences that are involved in 

the process of producing and acknowledging the acquisition of knowledge (p. 2). 

Sullivan (2009) suggests that research within the arts produces distinctive forms 

of enquiry (p. 55) and outcomes (p. 75) which are represented in various non-

traditional forms and media. As artists are not social scientists, so, according to 

Sullivan (2009), the situatedness of visual arts research calls for an “acceptance 

of a diversity of approaches to research” (p. 75). It is Barrett’s (2007b) discussion 

of the importance of valuing ‘process’ in the creative research project that best 

reflects the focus of this thesis. She encourages creative researchers to shift critical 

focus away from evaluating creative work as product of a research enterprise, but 

rather to consider both the studio-based investigation and the outcomes as process 

(p. 135). Barrett wishes to inspire us,

to explore how we might move away from art criticism to the notion of a 
critical discourse of practice-led enquiry that involves viewing the artist as 
a researcher and the artist/critic as a scholar who comments on the value 
of the artistic process as the production of knowledge. (Barrett, 2007b, p. 
135).

Like Sullivan (2009), Barrett (2007a) is concerned by the limitations on knowledge 

development and production when the outcomes of artistic enquiry are judged by 
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social scientific standards of objectivity and factual evidence. Such expectations of 

outcomes ignore the features of dwelled experience from which situated knowledge 

emerges (Barratt, 2007b). Sullivan notes that, 

By defining what it is that practice-based researchers do according to terms 
and conditions set by those whose primary discipline focus is embedded 
within the sciences was always going to limit the possibility of how the 
studio might be viewed as a site for creating new knowledge (Sullivan, 
2009, p. 75).

These conceptual and methodological challenges lie at the heart of this doctoral 

study. This ontological study is interested in knowing how we learn what we know 

and argues, through examining my experiences and those of my students, that 

the making of objects with one’s hands supports that meaning producing process. 

These experiences will be articulated and examined in Chapters Four and Five. 

Conclusion

This chapter has explored the qualitative conceptual frameworks this study 

engaged with to underpin the analysis taken in future chapters. I surveyed the 

historical developments of ethnographic praxis in the postmodern period that gave 

rise to visual ethnography and autoethnography that I have proposed here are 

both important theoretical frameworks for this study. This chapter also explored 

theories and frameworks relating to power relationships in cultural expression of 

knowledge, memory, place and identity and how the body is a site where these 

power struggles are played out. In the final section of this chapter I considered the 

central importance of visual methodologies to this practice-based doctoral study 

and discuss how the making of visual data remains a contested practice.

Chapter Three will now explore the sociological underpinnings to this 

autoethnographic study by considering my cultural experiences through the 

disciplines of memory studies, human geography, and sartorial style as signifier of 

identity.
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Chapter Three: 
Memory and Place
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Introduction

With this autoethnographic study I build upon my previous study of social and 

collective memory of a destroyed urban place (Kealy-Morris, 2008). Here I shift my 

focus from my adopted city of Manchester, United Kingdom (UK) to the suburban 

landscape of my hometown, Wellesley Massachusetts, fifteen miles west of Boston, 

the state’s capital, where I spent my formative years from the age of six to 

eighteen. This ‘place’ of my autoethnographic study is of key importance to both my 

written and visual practice and forms a seam running through this thesis and is the 

focus of this chapter. 

The chapter begins with a historical survey of the development of the middle class 

suburb as a place of escape from the cities which had brought this new class its 

wealth. I then discuss how the American suburbs changed their shape and purpose 

through the advent of car travel; I specifically examine the growth of Wellesley and 

similar suburbs of Boston, Massachusetts.

I then consider Wellesley’s planned development in detail and, in particular, 

utilising theories of human geography and cultural memory, I analyse the ways in 

which the town narrates its purpose, its official history, and how, through place-

making practices (Till, 2005), the town creates cultural meaning and community 

identity. Wellesley’s national and international reputation as a place of learning and 

opportunity are highlighted as aspects of the town’s cultural meaning which further 

complicate the recognition of the counter narrative of my experience living in the 

town.

The chapter then explores corporeal expectations of suburban middle class culture 

through my lived experience. A key aspect of my cultural experience growing up in 

an upper middle class New England American town was the expectation of how the 

female form in that culture ought to function. While this expectation is a source of 
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tension and pressure for women in every culture, the experience of being diagnosed 

with a deformity at the age of ten shifted my identity from ‘belonging’ to ‘outsider’ 

at a very young age. This chapter will examine the rise and legacy of the post World 

War Two American fashion style, known as ‘The American Look’, which influences 

the expectations of the American female silhouette to this day. In this chapter I 

focus on individual and personal memory of this place, its culture, its influence 

upon me, my sense of rejection from it and my motivation to be an educator who 

contextualises the socio-political and cultural status quo.

‘My Wellesley’ contains fractured and fragmented memories for me: there are 

many different ‘Wellesleys’ because of my sense of my place and identity while 

living there. Up until the age of ten Wellesley was lush green playground of trees 

to climb and make dens underneath, babbling brooks to walk barefoot in and two 

lakes to swim in. My friends, my school, and the town’s shops were within walking 

distance to my home. Wellesley was safe, it was my playground where I could 

act out all the stories in my head with friends I adored. We subsequently moved 

to a more modern house in the outskirts of town where a car was needed for any 

activity. Within a year I was wearing glasses, in an orthopaedic brace and at a new 

school, miles from where I lived, with a new group of children. These memories 

of Wellesley are painful, sad, lonely, scary and isolating. These are the emotions I 

attach to the Wellesley I lived in until I left for university at the age of eighteen. My 

memories of place from then on were of there being two ‘Wellesleys’: one for the 

‘accepted’ and one for the ‘rejected’. 

I suggest here that medical intervention was necessary, that being braced has most 

likely elongated and improved the quality of my life by successfully straightening 

my spine to its currently reduced curve. This success enabled me to carry my 

son full-term and give birth naturally, something I couldn’t have depended on 

without the brace. I gained altruism, empathy and a progressive outlook from 
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the experience of being on the wrong side of normal in a society that demands a 

particular bodily perfection of women. What I explore with this thesis is the high 

emotional cost of that medical intervention: I lost my body and my identity became 

fragile.

Utilising theories of memory (Ricour, 2006; Halbwachs, 1992), memory of place 

(Nora, 1989; Till, 2003;2005) and power/knowledge tensions (Foucault, 1980) 

discussed in Chapter Two, this chapter will propose that there was a cost to the 

inherent ideology of Wellesley culture; exclusion. In its drive for upper class values 

of taste, decorum, familial connections and commodified relationships, to be 

abnormal was to be treacherous, disloyal, to lack ‘team spirit’; in essence, to be 

unpatriotic. 

Memories of Wellesley during those difficult years between eleven and 

eighteen are tainted throughout with shame for my body’s imperfections, 

my perceived inability to be accepted, my self-betrayal for allowing this 

to happen, and my self-loathing at how much I hated the place that 

offered me the education, enrichment opportunities and the safety my 

parents hadn’t experienced in their childhoods. I was unconscious of this; 

I was simply filled with anger, bile, bitterness and a desire to flee. With 

this autoethnographic study I begin to make sense of these tensions and 

conflicts tightly wrapped up in the memories of a significant place in my life. 

I feel no solace having done so, but I know and trust myself more now.

The birth of the middle class suburb

In this section I discuss the rise of places like Wellesley which, within forty years 

of its establishment, transformed itself from farmland and cottage industry to a 

thriving upper middle class suburb. Through this historic survey of Wellesley I 

will employ Till’s (2003, 2005) theory of regime of place to analyse the ways in 

which Wellesley’s development was intentionally organised to promote upper class 

modernist values.
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Much of the national expansion of the American suburb in the twentieth century 

is attributed to transportation developments and, in particular, the automobile’s 

domination. By the early nineteenth century the walkable city was becoming ever 

increasingly an overcrowded, unsanitary private and public dystopia in Europe and 

America. Schaeffer and Sclar (1980) suggest that the social legacy of the walking 

city is uneven: while living ‘cheek to jowl’ offered equanimity on the streets, there 

was no privacy, no space and a very unsanitary environment to live in from coal 

smoke to horse dung to raw sewerage. When leisure activity was possible, people 

escaped the city to walk in the countryside surrounding the cities for fresh air and 

peace. As other forms of transportation became safe, reliable and affordable, those 

who could escaped the city to set up their households where cleaner air and privacy 

were available (Schaeffer & Sclar, 1980). 

The contemporary suburban pattern, in which large swaths of the middle class work 

in the city but make their homes in comfortable neighbourhoods outside it, didn’t 

begin to take hold until the early nineteenth century. The burgeoning merchant 

elite in England began building estates in the countryside outside London and 

Manchester, these suburban estates became a product of the industrial revolution 

(Gallagher, 2013; Solnit, 2001). The first suburbs were built in London in the late 

eighteenth century to enable wealthy religious merchants to separate their home 

and work lives. Solnit (2001) writes that by the 1830s Manchester’s manufacturers 

began to build the first significant suburbs to escape the city they had created 

and improve family life for the middle class. After industrialisation began, allowing 

this new class to amass great fortunes, they began moving there permanently. As 

wealth started to spread and cities became increasingly polluted, the professional 

middle class followed. Through suburbanisation the middle class departed from a 

pedestrianized landscape. Men commuted to work and women to shop in carriages, 

horse-drawn trams (too expensive for workers to afford) and, eventually, trains. 
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Born in 1942, both my parents grew up in 

Lowell, Massachusetts, a former industrial 

city an hour north of Boston designed by the 

textile merchant Francis Cabot Lowell after 

a tour in 1810 of Manchester, UK’s factories 

(Lowell Historical Society, 2005). Harnessing 

water power from the Pawtucket Falls on the 

Merrimack River, which supported the first of 

the area’s mills in the early eighteenth century, 

Lowell developed the first cotton mills using power looms in 1822. Similar to 

Manchester, UK’s early nineteenth century population explosion, Lowell’s population 

grew from 2,500 in 1826 to 18,000 in 1836; many of the newcomers were 

immigrants. My mother’s French-speaking family emigrated from the farmland of 

Quebec in the late nineteenth century to work in the industrial cities of Manchester, 

New Hampshire, just north of the Massachusetts border, and eventually settled 

in Lowell. The Quebecois family of Jack Kerouac, the Beat generation writer, also 

settled in Lowell. My father’s paternal grandfather was born in Kilkenny, Ireland 

in 1870 and emigrated to Lowell in the early part of the twentieth century. My 

parent’s generation was the first to join the middle class and move their families to 

the suburbs, but they continue to hold close ties to the city and their families who 

still live there today. Growing up I didn’t appreciate the impact the city had on the 

industrial development of the United States, but I knew it was an important place 

because it was where my grandparents, aunts, uncles and cousins lived and where 

the wider family would come together.

Gallagher (2013) writes that early suburban development in the United States was 

inspired by the English model of communities developed within walking distance to 

work. She notes that, 

Lowell National Historic Park, a view down ‘The 
Industrial Canyon’ lined with former cotton 
textile mills along the canals built to transport 
goods and feed water to the looms.
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by the early 1800s, the majority of Americans were still living on farms, 
but the intellectual and cultural elite had begun to cluster in our cities. 
Merchants, lawyers, manufacturers, and magnates built big town houses 
on the main thoroughfares in New York and Boston close to where they 
worked, while the poor lived in back alleys or courtyards nearby or in the 
city’s outskirts (p. 28-9).

This development can be seen in the larger American cities where planned districts 

of well-groomed neigbourhoods began to be developed: Greenwich Village in New 

York; Cambridge and Beacon Hill in Boston; Germantown in Philadelphia. With the 

invention of the steam ferry in the early nineteenth century the first large-scale 

commuter suburb of Brooklyn Heights was developed across the East River from 

Manhattan (Gallagher, 2013).

Each advance in transportation technology enabled a new phase of suburban 

development (Gallagher, 2013; Schaeffer & Sclar, 1980; Solent, 2001). By the 

1830s the first steam-powered railroads enabled the wealthy in New York, Boston, 

Philadelphia, Chicago, and San Francisco to begin settling in communities that 

formed around these railroad stations. Gallagher (2013) notes that “by 1849 there 

were fifty-nine commuter trains running from Boston” (p. 30). Electric streetcars, 

cheaper to build and run, began to replace rail travel as commuter transport due to 

their economical nature allowed them to reach further out from the cities. Gallagher 

(2013) notes that while each rail and streetcar community had their unique 

character, what was similar was their compactness: shops sprang up around the 

stations and once off the train/streetcar homes had to be within walking distance. 

She writes, 

The result was a village center with a grid-shaped street pattern that 
emerged organically around the day–to-day needs and walking patterns of 
the people who lived there. Urban planners describe these neighbourhoods 
as having ‘vibrancy’ or ‘experiential richness’ because, without even trying, 
their sign promoted activity, foot traffic, commerce and socialising (p. 31).
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The car

The first Model T automobile rolled off the assembly 

line in 1908 and with it suburbia changed its purpose 

and structure. The car created greater fragmentation 

between home and work/leisure as it allowed even 

greater distances between aspects of daily life. Gallagher 

(2013) states that automobile registrations in the United 

States “went from eight thousand in 1905 to more 

than seventeen million by 1925” (p. 32). Developed 

in 1929, Radburn New Jersey, was the first suburban 

layout designed explicitly for automobile use. Its 

developers promoted the town as “a town for the motor 

age”(Gallagher, 2013).

The automobile suddenly unhooked us from the need to keep communities 
compact, the freeways soon gave us unfettered access, and there was land 
as far as the eye could see (Gallagher, 2013, p. 33-4).

According to Gallagher (2013), from 1921 to 1936 the construction of more than 

420,000 miles of roads in the United States commenced. Between 1923-1927 

nearly nine hundred thousand houses per year were built. She notes that during the 

years spanning 1920 to 1930 suburbs of the America’s ninety-six largest cities grew 

twice as fast as the cities themselves (p. 34). 

Schaeffer & Sclar (1980) write extensively about the growth of the suburbs around 

Boston, Massachusetts, the state’s capital and a market city at its origins, due to 

the increase is automobile ownership in the inter-war years. Unlike post World War 

Two expansion, dominated by the automobile and which brought new highways to 

rural farm communities, the town planning of Boston’s suburbs during the inter-war 

years depended on access to public transportation for residents.  

Celebrating our first new car in 
May 1971, ‘The Green Monster’ as 
it was to be affectionately called 
as it aged.

Left to Right: Me (age 4), my 
maternal grandmother holding my 
younger brother Patrick (age 1) 
and my older brother Tom (age 5)
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Boston urbanised 1885-1970, from Schaeffer and Sclar (1980, pp.80-83).

The grey area represents urbanisation, Wellesley is outlined in a red stroke

19701960

1885 1900
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The authors note,

All houses had driveways and frequently garages to provide off-street 
parking, and one-family homes became the rule rather than duplexes and 
triplexes; still the suburbanization occurred only where there was good 
access to Boston by public transit. (p. 86) 

Schaeffer & Sclar (1980) note that the communities which experienced the 

greatest inter-war residential growth were the suburbs on the northwest, west and 

southwest of Boston’s outer ring which developed through the setting down of rail 

lines in the previous decades. During the 1920s there was a population explosion 

in these towns, with Wellesley, fifteen miles to the southwest of Boston, growing by 

80% during that time (p. 86). The 1970 U.S. census map, reprinted by Schaeffer 

and Sclar (1980,p. 83), illustrates that all but the south-western tip of the town 

had become suburbanized. This is the Wellesley I moved to in 1973 at the age of 

six with my two brothers and working class parents who had recently entered the 

middle class through graft, determination and a strong aspirational drive for their 

children. 

Wellesley: regime of place

This section will utilise Till’s (2003, 

2005) theory of ‘regimes of place’ to 

frame a critique of the official planning 

and development of Wellesley as an 

upper middle class suburb. As noted in 

Chapter Two, Till defines this concept 

as a sanctioned set of official, culturally 

dominant, place-based practices which 

come to characterize how people think 

about a place’s social function. 

Wellesley Square looking west along Washington 
Street, c.1875

Wellesley Square looking west along Central 
Street, c.1875
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Founded in 1880, Wellesley was little more 

than a village of few shops and some 

farms at the turn of the twentieth century. 

Schaeffer and Sclar (1980) reprinted maps 

from the Massachusetts Transportation 

Commission’s (MTC) surveys of Boston’s 

urban growth from 1885 to 1960 carried 

out in the early 1960s. The 1885 map (p. 

80) shows what little population was living 

in Wellesley is close to Worcester Street, 

the east-west local access road running 

from Boston, in the east, to Worcester, 

an hour’s drive to the west. The 1900 

map (p. 81) shows a population upsurge 

along the east-west local inter-town road 

Washington Street (Route 16) which runs 

northwest to Southwest of Boston through 

Boston’s western suburbs. Dorin (2014) 

notes that the Natick and Cochituate Street Railway Company opened a trolley 

line in Wellesley along Central Street in 1896. My visual research into Wellesley 

centres on where Central Street meets Washington Street, officially known as 

Wellesley Square. Broomer’s (1990) report for the Wellesley Historical Commission 

entitled Wellesley Residential Properties Survey (1882-1940), has been of central 

importance to this research into Wellesley’s origins as a planned upper middle 

class suburb of Boston. She notes that the town’s attraction as a suburb of Boston 

was in evidence prior to the American Civil War (1860-5). There became a subtle 

influx of convalescing consumption patients who arrived to take advantage of the 

community’s healthy climate (Broomer, p. 8). Later residents were attracted to its 

The same view of Wellesley Square, late 1940s. 
Gone is the trolley and roads have been paved 
and lanes delineated (Wellesley Historical 
Society, 1999, p.15).

Wellesley Square, 1906 (Wellesley Historical 
Society, 1999, p.12). Interesting to note the 
trolley and car are sharing the same road. By 
1929 the trolley service was discontinued (p.11).
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accessibility to Boston and surrounding communities via rail and the newly laid 

Worcester Turnpike. Property developer Daniel Ayer, from Lowell, Massachusetts, 

conceived of the first large-scale suburban development in Wellesley in 1853, called 

‘Bostonville’. While this subdivision was unsuccessful the selling points of Ayer’s 

scheme would appear time and again in future successful Wellesley subdivisions: 

accessibility, quality education, good soil/terrain, neighbourhoods with a similar 

class of resident, and building restrictions via minimum pricing (p. 9).

According to Broomer (1990) the first burst of large-scale residential development 

in Wellesley commenced in decades surrounding the turn of the twentieth century. 

Wellesley became increasingly attractive to wealthy and upper middle class 

families from Boston and surrounding communities while the town’s working class 

population of Irish and Italians were also acquiring a solid ethnic base. These 

workers lived in tenements close to the small industry on the fringes of the town 

where the recent Irish immigrants worked and shared houses close to the estates 

where Italian immigrants worked as gardeners. Dormitory-style quarters built 

to house single Italian male labourers who arrived in the late 1890s were built 

as long, low housing at the rear of house lots owned by Italian Americans, these 

were still under construction as late as 1916 (Broomer, 1990, p. 13). This type of 

construction would cease by 1922 when the town’s Planning Board was established.

Throughout the reading of the Town Planning Board’s Comprehensive Plans 

(Wellesley Planning Board 1965, 1979, 1981, 1994, 2005) the carefully planned 

nature of Wellesley’s ‘regime of place’ (Till, 2003, 2005) becomes very clear. Each 

Comprehensive Plan introduces its new set of goals as seeking to support, extend 

and preserve “the village character” (Wellesley Planning Board, 1981, p. 19; 1994, 

pp. 4 & 8) of the town. This village character is noted in these official documents as 

the town’s unique selling point, along with proximity to major transportation links, 

to compete with neighbouring communities for residents and commerce.
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112 Abbott Road, built in 1905

51 Abbott Road, built in 1902

24 Windsor Road, built in 1924

16 Livermore Road, built in 1902
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The Comprehensive Plan for 2005-15 begins by noting, 

Wellesley is a mature suburban community that owes much of its success 
over the last century to its commitment to planning. Towards the end of 
the nineteenth century, as Wellesley became an affluent residential suburb, 
many of the attractive neighborhoods created from farms and estates were 
planned communities.…Unlike other towns with their colonial mansions, 
Wellesley was originally a poor farm town.…As a journalist commented in 
the 1920s, the reason Wellesley was such a nice place to live was that they 
‘planned it that way.’ (Wellesley Planning Board, 2005, p. 1)

Broomer (1990, p. 9) notes that central to the town’s identity was the acquisition 

of public parkland. The Park Commission, created in 1888 to manage the town’s 

open land, was one of the earliest town boards created. In 1899 the town acquired 

land along the brook as parkway for cars; this plan was dropped and in its place 

was created one of Wellesley’s most important public parks, Fuller Brook, which was 

at the end of the road where we first lived and which I spent many a happy hour 

playing barefoot in.

Gradual dissipation of industry and rapid improvement in transport fuelled 

expanding suburban development of Wellesley. The town’s residential building stock 

for the period included concentrations of vernacular houses and many notable high-

style dwellings. Residential developments already underway in 1882: no less than 

15 neighbourhoods by 6 property developers (Broomer, pp. 11-13). 

Broomer (1990, p. 12) reports that a the new Building Code adopted at a Town 

Meeting 10 March 1913 regulated building materials and construction practices 

restricting new build to wood frame buildings limited to three stories at a certain 

total height (45 feet) and ten foot setback from party lines. These restrictions 

ensured that no ‘triple-decker’ multi-family apartment dwellings nor tenements 

(terraces) could be built on new subdivisions, thus limiting the town’s population 

to the middle and upper classes. Here it is interesting to note that my maternal 

grandparents and one of my maternal aunts, whom I visited frequently, lived 
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in such dwellings throughout the majority of 

their lives in Lowell, Massachusetts and these 

were cherished homes. Thus, on a visit to my 

grandparents I left a ‘permitted’ home to enter a 

‘banned’ one. An irony is that, as my grandparents 

owned both floors of the ‘double-decker’, the 

dwelling was much larger than the first two single-

family homes my parents owned. 

The conscious development of Wellesley began in 

earnest in the 1920s. Town leaders were anxious 

that the town was planned as a “well-mannered, 

well-maintained residential community” (Hinchliffe, 

p. 78) and that Wellesley “develop in the proper 

direction” (Hinchliffe, p. 82). According to the 

Wellesley Single Building Historic District Study 

Committee (2014) “Albion Clapp was responsible 

for the development of the Cliff Estates during the 

early years of the twentieth century, and he sold only large lots, and specified there 

were to be no “cheap” houses or curved streets in the area” (p.6). 

The Planning Board was established in 1922 and the first zoning bylaws were 

adopted in 1925 to define a standard of construction; Wellesley was one of the first 

towns in Massachusetts to do so (Hinchliffe, 1981). Broomer (1990) reports that 

an editorial in the town’s newspaper, The Townsman, on Jan 30th 1925, expressed 

support for the zoning proposals, “The zoning issue was hotly contested, however, 

by those who felt that passing such laws would mean legislating Wellesley to accept 

only a certain stereotyped class” (Broomer, p. 15). The bylaw was passed easily at 

the Town Meeting on March 30 1925: 534 in favour, 36 against. 

Typical ‘Triple Decker’ house in a working-class 
neighbourhoods in and around Boston, so called 
as there are three dwellings in one shared 
building. 

My maternal grandparents owned this ‘Double 
Decker’ in Lowell; my cousin and his family still 
live here.
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1935: First Street Atlas of Wellesley which also demonstrates the town’s newly passed zoning policies.
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Zoning by-laws established 5 classes of districts: single, general, education, 

business, industrial. Farms, market gardens, nurseries and greenhouses were 

allowed in single residential zones (Broomer, p. 15). The 1925 annual report 

building inspector Job Monaghan noted, “our building laws were drawn mostly 

to prohibit the building of ‘3 deckers’” (Wellesley Town Officers, 1925). In 1935 

Building inspector Edward T. Madden’s annual report noted Wellesley ranked 1st in 

New England in new residential construction and 3rd in valuation (Broomer, p16). 

The first official view of Wellesley, the Town Atlas, was published in 1935 (Broomer, 

p. 16). The town’s transportation priorities changed in the 1920s and early 30s. 

Trollies were abandoned for buses, the 

1931 widening of Worcester Street severed 

the north-side neighbourhoods from the 

rest of town and over passes were built 

across the Worcester-to-Boston rail line. 

Residential construction in Wellesley in the 

1920s and 1930s focused on a number of 

large rapidly developed subdivisions with 

continued infill construction and extension 

of earlier developments (Broomer, p. 18).

The houses my family lived in were of 

two extremes in the town’s residential 

development. In 1973 my parents 

purchased a cottage-style house built in 

the 1930s (on the 1935 Town Atlas) for 

Wellesley College professors. In 1977 my parents then bought a newer build on a 

1960s subdivision in the extreme south-western edge of the town, where they still 

live today. 

46 Leigh Road where I lived from 1977 to 1985 
and where my parents still live. Built in 1965. 

44 Leighton Road where I lived from 1973 to 
1977. Built in 1932.
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Wellesley’s regime of place is committed to the uniquely American socio-economic 

and political myth (Barthes, 2009) of ‘The American Dream’: that the ownership of 

a single family home is key to being recognised as an upstanding, responsible, and 

respectable citizen. Gallagher (2013) notes, 

Owning a home represented more than just prosperity; over the years, 
it came to represent patriotism, good citizenship, and the mark of a 
productive member of society (p. 65).

Wills (2015) and Gallagher (2013) note that it was James Truslow Adams who 

created the mythical phrase in his 1931 populist bestseller The Epic of America. 

Adams defined the concept as, 

a dream of a social order in which each man and each woman shall be 
able to attain to the fullest stature of which they are innately capable, and 
be recognized by others for what they are, regardless of the fortuitous 
circumstances of birth or position. (Adams, 1931, p. 404).

While what defines “the fullest stature of which they are innately capable” (Adams, 

1931, p. 404) is left vague by Adams, he makes clear the attraction to this 

‘American dream’ by immigrants from around the world was the modern impulse of, 

being able to grow to fullest development as man and woman, unhampered 
by the barriers which had slowly been erected in older civilizations, 
unrepressed by social orders which had developed for the benefit of classes 
rather that the simple human being of any and every class. (Adams, 1931, 
p. 405)

However, what is evident in Wellesley’s regime of place is that the socio-economic 

parameters of class are built, literally with bricks and mortar, into the American 

Dream. The modernist ideology endorsed in the Planning Boards’ reports never 

mention class, only typical dwellings. Thus it would appear that a working class 

resident with enough money who could afford to purchase one of Wellesley’s single-

family homes would not be excluded. What is clear from reading the reports from 

the early twentieth century to today, is that exclusivity and exclusion were built into 

each subdivision as it would be rare for a worker to afford such property or feel at 
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home so out of step from her/his neighbours. 

Government policies made home ownership possible for the great majority leading 

to this as an achievable ambition. Gallagher (2013) writes extensively of these tax 

incentives allocated to homeowners. She notes that prior to the Great Depression 

(1930-39) only the very wealthy owned homes whereas after the vast majority 

could. 

Very quickly, people embraced the notion that anyone who was smart and 
morally and financially responsible would make it a goal to buy a plot of 
land and live in a house with a yard (Gallagher, 2013, p. 65).

Indeed, Gallagher (2013) notes that during the Cold War homeownership 

represented the safeguarding of the American values of free market ideals.

She quotes William Levitt, visionary real estate developer of Levittown, the 

suburban tract housing developments built in the 1950s across America: “No 

man who owns his own house and plot can be a Communist” (Levitt, as cited by 

Gallagher, 2013, p. 65). Time, space and relevance do not permit me to do more 

than mention here the role of exclusion through race in the Levittown development 

on Long Island, New York. Built into Clause 25 of the standard lease and purchase 

agreements was the statement that the home could not “be used or occupied by 

any person other than members of the Caucasian race” (Lambert, 1997, n.p). 

Formally dropped in 1948 after challenged by the Supreme Court, Levitt continued 

his practice of only offering homes to white families stating it made business 

sense. Lambert (1997) notes that while Black families and other minorities have 

since moved to the town, it remains over 97% white. William Levitt is cited as the 

‘father of the American Dream’ because he enabled so many Americans to purchase 

their own homes. With such exclusionary practices at the heart of Levitt & Sons’ 

developments, the question of whose dream the ‘American Dream’ is must be 

asked.
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Wellesley: national and international reputation

An important aspect of Wellesley’s reputation as an ‘American Dream Town’ was the 

development of a prestigious women’s only private college (university), Wellesley 

College. Wellesley became increasingly attractive to wealthy and upper middle 

class families from Boston and surrounding communities, particularly after the 

opening of Wellesley College, a prestigious female-only American higher educational 

institution in 1870, giving the town a national identity. Wellesley College is one 

of the internationally renowned ‘Seven Sisters’ group of women’s colleges in the 

northeastern United States which includes the colleges of Barnard, Bryn Mawr, 

Mount Holyoke, Radcliffe, Smith, Vassar, and Wellesley College. The colleges were 

given the title ‘Seven Sisters’ in 1927 as their quality of education paralleled that of 

the, at that time, male only, private Ivy League colleges (universities) which include 

the universities of Brown, Columbia, Cornell, Harvard, Pennsylvania, Princeton 

and Yale, as well as Dartmouth College. Not all the Seven Sisters remain female-

only institutions: Radcliffe has since merged with Harvard and Vassar is now co-

educational. Fiske (1917) reports that “On September 8, 1875, the main building 

was opened with about three hundred students, and twenty-nine professors and 

teachers” (p. 38). By the time of Fiske’s writings in 1917 there were over fifteen 

hundred students and nearly three hundred professors and administrators. Notable 

alumni of Wellesley College include Hillary Rodham Clinton and Madeleine Albright. 

Wellesley College is important to this narrative because Lake Waban, on the shores 

of which it is built, was where my family swam every summer. 
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Wellesley College students at Hathaway House, 
Wellesley Historical Society, early 1950s

Wellesley College’s imposing 
‘Stone Tower’, built in 1930 in 
English Gothic style (Wellesley 
Historical Society, 1999, p.83).

Wellesley College’s ‘College Hall’ rising above 
Lake Waban where I spent my summers 
swimming, c.1900. It later burnt down in 1914 
(Wellesley Historical Society, 1999, p.87)

Wellesley College students 
socialising outside Hathaway 
House Bookshop, 1953 (Tuite, 
2014, p.43). 

This is where I bought my first 
books with my own money and is 
the first building I photographed 
on my ‘Northern View’ photoshoot.
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I knew the outskirts of the campus well, but never had the confidence to 

explore it very closely. If there was one thing I knew about myself it was 

that I was not ‘Wellesley Material’: bright, confident, articulate, disciplined, 

beautiful and wealthy; keeping to the peripheries was something I did 

long before my brace arrived. Later, when I worked at the local pharmacy 

(chemist), I would serve the Wellesley College students with envy and awe 

at their natural confidence and sense of belonging which also filled me with 

bitterness at their sense of entitlement.

The town is also internationally recognised as the hometown of the Pulitzer-Prize 

winning poet and author Sylvia Plath. In 1942, when she was eight, her mother 

Aurelia moved her and her brother to 26 Elmwood Road in Wellesley after the 

death of Sylvia’s father. She lived here until leaving for university (Smith College) 

in autumn 1950; we attended the same high school, graduating thirty-five years 

apart. She wrote about Wellesley in her autobiographical novel The Bell Jar, 

discussing in detail the difficult summer of 1953 spent in her mother’s house where 

she has her first suicidal breakdown. Aurelia lived at 26 Elmwood Road until her 

death in 1994; the house is now preserved as ‘The Sylvia Plath House Historic 

District’ (Wellesley Single Building Historic District Study Committee, 2014, p.7). 

Through my research into the town’s development and growth I propose that 

Wellesley’s regime of place, its mythology, is that it was planned to be ‘not just any 

town’: it was an upstanding town, filled with optimism for the future and with the 

tax-base to enable diverse opportunities for its residents to live enriching lives. The 

presence of a nationally and internationally known prestigious women’s university 

within the town further enhances the notion of Wellesley as a town where ‘The 

American Dream’ is thriving. 
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To feel unhappiness and exclusion in that perfect place simply suggested 

there was something very wrong with me. And, of course, I found out in 

the autumn of 1977, at ten years old, when all the girls in Fifth Grade were 

screened en-masse for scoliosis in the school gym by bending over in front 

of medical staff with our shirts raised, that there was indeed something 

wrong with me: I was crooked.

I will now consider the expectations of the female form in Wellesley’s culture. While 

I have lived away from the town for thirty years I visit often and see the sartorial 

and corporeal expectations of women of all ages has changed little.

‘The American Look’: identity, morality and discipline

In this section I will suggest that this feminine silhouette has been influenced 

by the American myths of ‘pioneering spirit’, athletic bodies and clothes with 

elegant simplicity that allow the body to move freely. I will discuss in some detail 

the development of the post-World War Two style ‘The American Look’ through 

analysing the influential designs of Claire McCardell whose legacy we still see today 

in the ready-to-wear collections of Calvin Klein, Donna Karan (DKNY) and J Crew. 

I will suggest here that this silhouette was impossible for me to achieve due to 

having to wear an orthopaedic brace in my teens, my family unable to afford such 

fashion, and that my natural body shape simply didn’t match the measurements of 

the clothing.

In 1900 Washington and Central Streets were widened and rebuilt (Fiske, 1917, p. 

xii) and new commercial blocks were constructed at Wellesley Hills and Wellesley 

Square which laid the groundwork for the commercial district which I frequented as 

a child, where I held my first job at the pharmacy, and which is the focal point of 

my visual practice. Several official town documents evidence the careful planning 

and maintenance of this commercial district (Wellesley Planning Board 1965, 1979, 
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1981, 1994, 2005; Philips, Jr, 1979; Thomas, 1972; 

Verani, 1972 ) and studies were commissioned to 

plan and contextualise any changes agreed upon by 

the town’s Board of Selectmen (Beta Engineering, 

1993; McDonough & Scully, Inc., 1996). The visual 

representation of these changes is remembered in The 

Wellesley Historical Society’s (1999) Wellesley Postcard 

Album.

The proximity of Wellesley College and the students’ 

adoption of the ‘Seven Sisters Style’ (Tuite, 2014) 

highly influenced women’s fashion in Wellesley and 

upper middle class youth culture in general. The 

Townsman, Wellesley’s local paper, in its 3 October 

1924 edition, heralded the opening of the first 

suburban branch of the upscale department store 

‘Filene’s of Boston’ in Wellesley Square in a large 

advertisement. This was a significant move by Filene’s 

as it signalled the importance of sartorial trade from 

the all-female student body, and their mothers, at 

Wellesley College.

As noted earlier, my working class parents were not 

suburbanites by birth but through the American post-

war economic boom of the 1950s and 1960s, their 

hard work, intelligence and savvy career planning enabled them to set down new 

roots in suburban New England by 1970, finally moving to Wellesley in 1973. 

Filene’s advertisement, Wellesley 
College News, 13 October 1927 
(archive.org).

Class of 1954 student posing with 
her new college blazer for Holiday 
magazine, 1954 (Tuite, 2014, 
p.54). 
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I never felt ‘at home’ in suburbia; I left as fast as I could and embraced the chaos, 

anonymity and transience of various cities until leaving the States in 1996 to settle 

in the UK. I was an odd-ball working class Catholic girl with roots in the factories 

of Northern Massachusetts living in a community of wealthy Protestant and Jewish 

upper middle class professionals and their families. I was odd to my grandparents, 

aunts, uncles and cousins, and I was odd to my classmates. 

Feeling ‘Other’ was solidified when I was diagnosed with scoliosis and had to wear 

an orthopaedic brace twenty-three hours a day to straighten my spine from the age 

of eleven to fourteen, then at night for another year for which I felt deep shame 

and self-loathing. My family was in crisis due to many factors and I began to hate 

the expected perfection of middle class suburban life, knowing the darkness that 

hides behind the manicured lawns and secure solid oak front doors. 

It is a very sunny and hot day in July 1978. I am 11 years old. I am 

familiar with the doctor’s office, it is narrow and long, the view from the 

equally narrow and tall window is of the back of the hospital where all the 

exhaust fans have their outlets. The walls are grey, I would have to come 

close to the window to look up and see sky. The view is no different in 

July than in January. Only the sun that shines in is different: stronger and 

hotter.

I am sitting with my mother to my right, we are waiting for the doctor to 

arrive with his opinion about my latest x-rays, taken in the past hour in a 

different part of the hospital. Up until now my spinal curvature has been 

within an acceptable scale of curve under the careful eye of a consultant 

children’s orthopaedic specialist at Boston Children’s Hospital the past year.

The doctor arrives, he sits on his desk facing us; he towers over us. He 

delivers his verdict which at the time is a life sentence: my curve has 

grown to the unacceptable amount of 21o and I will now be fitted for the 

Boston Brace to wear twenty-three hours a day. I feel my mother falling 

apart to my right and know with absolute certainly and clarity that I must 

handle this news for her sake. My world collapsed quietly and soundlessly. 
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I found out that day that I have an untrustworthy body; a body that 

reflected what I knew all along: I wasn’t good enough. I spend the next 

three years in the brace for twenty-three hours a day. I outgrow one and 

am given another. It hurts all the time – pinching and poking and causing 

me welts where the t-shirt I wear to protect my skin from the plastic has 

creased. I walk strangely, I wear odd tent pinafores my mother makes me 

to hide where the brace protrudes. 

Good Wellesley girls have bodies that work properly – they play tennis and 

swim and play soccer. Their bodies are just the right size for the correct 

Wellesley uniform: shift dresses, chinos, cable knit sweaters, oxford button 

down shirts and loafers. This uniform is linear and masculine and hip-less. 

Even when, at sixteen, finally braceless, and working very hard to bring 

my body under control, I have wide hips and big feet that don’t fit in the 

uniform; I don’t fit. Still.

I will now examine the rise of this uniquely American style that continues to be 

manufactured, literally and figuratively, as a signifier of the signifieds democratic 

freedom of movement, unfettered opportunity and responsible healthy living.

New York sportswear: movement and modernity

This section will focus on the development of the American expectation of 

the female corporeal form which is rooted both in the origins of the country’s 

independence from Britain and the rise of American fashion design and industry at 

the turn of the twentieth century.

The aesthetic of natural and unadorned beauty located in what is today recognised 

as the classic minimalist style of Katherine Hepburn, Audrey Hepburn, Grace Kelly 

and Jacqueline Bouvier Kennedy Onassis refutes the work taken to support it 

(Arnold, 2008). It is the rise of the New York sportswear industry in the 1930s and 

1940s that inspired American fashion’s sports-conscious, body-conscious styles.
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A number of authors write of the rise of New York’s fashion industry in opposition 

to Paris’ previously near monopoly of trade from the turn of the twentieth century 

to expanding its own brands, style and industry with Paris otherwise occupied after 

invasion by Germany during World War II (WWII) (Arnold, 2008, 2009; Breward, 

2003; Breward & Evans, 2005; Kirkland, 1975; Mendes & de la Haye, 1999 & 

2010; O’Hara Callan, 1998; Rennolds Millbank, 1989; Tomerlin Lee, 1975). Breward 

(2003) notes that the rise of New York fashion might be seen as a response to 

the ever-evolving social and cultural demands on clothing made by American 

consumers since the early Revolutionary period when difference was sought from 

imposed English taste.

The fiercely Protestant domestic philosophy current amongst elite colonial 
women favoured the simplicity of homespun goods, viewed the thrifty 
use of materials as a necessary condition for self-sufficiency and cast any 
ostentation in dress as morally suspicious (Breward, 2003, p. 197).

In the late nineteenth century Parisian style was once again observed and ‘shoddy’ 

American goods rejected following a period of prosperity after the American Civil 

War. By the 1920s a growing consumer confidence in the American way of life and 

the increasing trade in ready-to-wear clothes created through mass production 

and mass consumed in the now widely-established department stores rather than 

Parisian artisanal haute couture (Breward, 2003). All of these factors buoyed the 

development of a New York fashion identity.

While Parisian couture, under the auspices of names such as Chanel and 
Patou created sportif fashions for elite consumers from the late teens 
onwards, it was American ready-to-wear designers who crystallized the 
ideal of streamlined, simple styles for middle and working class women 
(Arnold, 2008, p. 343).

As noted by Arnold (2008, 2009) the sensible, affordable and practical clothing 

produced by the New York fashion industry matched well the informal and active 

nature of modern American life. This market is best understood when compared to 

the exclusivity of the Parisian haute couture market where the wealthy purchase 
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unique garments that are tailored to fit their bodies alone. This is in contrast to 

the ready-to-wear retail experience of needing to know one’s ‘dress size’ and 

purchasing garments off the hanger that can be worn immediately. 

While Parisian couture brands Chanel and Patou created sport-inspired fashions 

for the young elite, “it was American ready-to-wear designers who crystallized the 

ideal of streamlined, simple styles for middle and working class women” (Arnold, 

2008, p. 343). It wasn’t until the turn of the twentieth century that ready-made 

clothing was available to women as work wear; more prolific were the paper pattern 

services which encouraged contemporary styles to be sewn at home.

Druesedow (2010) writes an excellent survey of the history of this market from 

cottage industry to factory production noting that, “innovations in transportation, 

communication, and technology have been major forces for change throughout 

the history of ready-to-wear clothing production” (p.595). In the United States 

and Europe the distribution of clothing changed significantly in the mid-nineteenth 

century with the establishment of department stores in large cities. Unique to the 

United States was the creation of the mail-order catalogue distribution businesses 

Montgomery Ward, 1872, and Sears, Roebuck and Company, 1893, both based 

in Chicago at the centre of the newly established nation-wide rail network. These 

popular catalogues, which, as a child, I poured through in fascination at number of 

toys available, enabled the large rural population of the United States the ability to 

purchase mass-produced goods and garments 

that prior to this had only been available in 

urban centres (Woodham, 2007; Druesedow, 

2010). 

The separates of blouse and skirt as well as 

the shirtwaist dress emerged as the clothing 

of choice for the Gibson Girl and was seen Dana Gibson, Love in a Garden, 1901. 
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throughout advertising during the early years of the twentieth century (Breward, 

2003). This flexible style allowed for mixing and matching of coordinating garments 

to make several ensembles from a few staple pieces. This was in stark contrast 

to the Parisian style of one dress defining an ensemble. Arnold (2008, 2009) 

notes that by the 1930s New York sportswear was increasingly marketed on its 

differences from Parisian couture. By 1950 New York became the principle centre 

for inspiring the fashion desires of fashion-conscious American women, “its starkly 

functional, self-consciously smart product carried the traces of two hundred years 

of evolution” (Breward, 2003, p. 197).

Lifestyle changes had taken place in the 1920s that 

led to changes in perceptions about the moving 

body and its adornment. Skirts were shortened, 

exposing legs, and restrictive female undergarments 

were minimised to enable the body to move more 

freely and naturally. In the early 1930s French 

courtier Madeleine Vionnet’s innovative construction 

techniques, developing the bias cut, created a daring 

and revealing silhouette. Visual popular culture 

in the forms of photography, cinema and fashion 

magazines encouraged women to train their bodies 

through dance and exercise (Arnold, 2008). Vogue magazine was first published on 

December 17, 1892. Attached to the title was an extensive pattern service that sold 

paper patterns of the latest styles. In 1909 Conde Nast acquired the title, largely 

for the pattern service, and it was transformed into a twice-monthly magazine by 

1910 and transforming it into the international distribution empire known today. 

Arnold (2009) notes that as early as the 16 February 1929 issue of Vogue the 

beauty and grace of dancers’ bodies was discussed with encouragement to readers 

to emulate their silhouette and to explore the shift from private to public space.

Example of a dress cut ‘across the 
bias’, Madeleine Vionnet, c1932, 
Metmuseum.org
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Exercise developed women’s figures, and was a part of a cultural shift 
towards viewing movement as a quintessentially modern aspect of 
(feminine) identity (Arnold, 2008, p. 345).

Arnold (2009) suggests that young working women in New York in the early-to mid- 

twentieth century “provided models for a modern, productive, public existence for 

women” (p. 57). As dancers, actresses and fashion models these women, already 

of doubtful reputation because of the their occupations, were the first to take 

advantage of the freedom of movement that modern dance and innovative fashion 

offered (Arnold, 2009). 

Claire McCardell: designing ‘The American Look’

The legacy of key influential New York designers 

Claire McCardell, Mildred Orrick, Norman Norrell and 

Mainbocher has been written by many (Arnold, 2008, 

2009; Breward, 2003; Kirkland, 1975; Mendes & de 

la Haye, 1999, 2010; O’Hara Callan, 1998; Rennolds 

Millbank, 1989; Tomerlin Lee, 1975). This section 

of the chapter will focus on the work of arguably 

the most influential of the New York sportswear 

designers, Claire McCardell, to better understand the 

links between the sartorial signifiers of Wellesley’s 

culture and my sense of rejection from it.

McCardell studied at Parsons School of Art in New York and Paris from 1927 

to 1929. Along with her contemporaries, most notably Mildred Orrick, she was 

interested in creating clothes that offered women freedom of movement inspired 

by the popular modern dancers Isadora Duncan and Martha Graham. According 

to Breward (2003) her unpretentious, wearable collections captured the spirit of 

American sportswear; O’Hara Callan notes that McCardell in fact “drew up the 

McCardell in Vogue wearing a 
‘future dress’, 1945
(Kirkland, p. 234)
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blueprint” (1998, p.160) for this market. McCardell’s 

career began in the United State’s burgeoning inter-war 

ready-to-wear apparel industry. Concentrated in mid-

town Manhattan, the ready-to-wear industry was fully 

integrated into mass production, mass merchandising 

and mass consumption through the retail trade by 1931 

when McCardell joined the manufacturer Townley Frocks 

as a designer. 

McCardell designed for Townley Frocks from 1931 to 

1938, moved to Hattie Carnegie in 1938 and in 1940 

returned to Townley Frocks under her own label (O’Hara 

Callan). Her simple, casual designs incorporated and 

respected this uniquely American history of ready-to-

wear production, retail advertising and distribution 

for mass-consumption. Her inspiration was the active 

lifestyle of the American woman rather than Paris 

couture fashion and she insisted, “clothes should be 

useful” (Yohannan, 2010, p.503). McCardell combined a 

nostalgic American prairie style with the use of everyday 

working wear fabrics of cotton plaid, denim, wool, and 

jersey to create an unpretentious casual American style 

based on comfort, ease and flexibility. Breward (2003) 

notes that,

Items were constructed with minimum of seams and those that were 
visible were often top-stitched in contrasting thread so that their lines 
contributed honestly to the effects of pattern and proportion on a particular 
look. Interchangeable components offered the wearer the freedom to 
customise her wardrobe to suit various functions and occasions from the 
beach party to golfing and home entertaining. (pp.1998-9)

McCardell Cotton plaid dress, 
Harpers Bazaar photoshoot, 1938
(Kirkland, p. 223)

McCardell contrast stitch halter 
and skirt, both in cotton, Harper’s 
Bazaar, 1944 (Kirkland, p. 264)
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McCardell, Tennis ensemble, 
Harper’s Bazaar, 1947 (Kirkland, 
p.276).

McCardell, oversized check 
broadloth halter dress, Vogue, 
1946 (Kirkland, p.283).

McCardell, ‘The String Bean’ shift 
dress, Harpers Bazaar, 1953 
(Kirkland, p.292)

McCardell ‘Play Suit’, Vogue, 
January 1949, Vogue archives.

McCardell, Golf ensemble, Harper’s 
Bazaar, 1947 (Kirkland, p.276).
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“You’d know that was an American dress 
anywhere”, Lord & Taylor advertisement of 
McCardell’s ‘popover dress’(Kirkland, p.254)

“You can thank your ancestors for The American 
Look”, Lord & Taylor advertisement, Vogue, 1945, 
Vogue archives.



80

She was committed to making well designed garments available to a range of 

audiences. She wrote, “I belong to a mass-production country where any of us, 

all of us, deserve the right to good fashion and where fashion is available to us 

all” (McCardell as cited in Yohannan & Wolf, 1998, p.13). McCardell introduced 

innovative wraps, hoods, fasteners, and belts for their visual appeal and flexibility. 

Her unlined and unpadded designs in everyday work wear materials were in stark 

contrast to the formal and constrained femininity of the post-war Parisian ‘New 

Look’ (Yohannan & Wolf, 1998; Breward, 2003).

McCardell’s designs were the trademark of what came to be celebrated as ‘The 

American Look’ through marketing campaigns led by Dorothy Shaver at the upscale 

department store chain of Lord and Taylor during the late 1930s and mid 1940s 

(Breward, 2003; Druesedow, 2010, Webber-Hanchett, 2003; Yohannan, 2010; 

Yohannan & Wolf, 1998). Webber-Hanchett (2003) notes that Shaver expanded 

the store’s merchandising and marketing policies to further the reputation and 

knowledge of American fashion designers and labels. “The Shaver Touch” (Webber-

Hanchett, 2003, p.80) as it came to be known, promoted not only the American 

ready-to-wear industry but also the key tenents of modernism: that form should 

follow function. This has implications for how bodies were expected perform in 

these styles: how the clothes should ‘hang’. 

McCardell’s sportswear designs in the 1930s to 1950s, like the modern dancers 

who inspired her, addressed contradictory issues of individual and collective 

identity through references to historical and contemporary ideas of modernity 

and Americanness. Wagner (1994) suggests that at the heart of modernity is the 

increase in individuality and individualism which is then contradicted by what he 

terms an ambiguity also inherent in modernity: its signification both as “individual 

autonomy and its substantive or collective other”(p. 15). Modern dance inspired the 

non-elite to move in new ways, and sportswear was equally accepted in city, 
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suburb and country. McCardell’s style is evidence she understood the contradiction 

of modernity: a disciplined body allowed to move without restraint. 

Dancers provided women with ideals of beauty that were founded upon 
a disciplined, toned body, formed through exercise and movement.…in 
combination with the emphasis on an idealized vision of American physical 
beauty, and stress placed on its link to health and hygiene…magazines 
constructed a multifaceted ideal for women to emulate, either through 
consumption of a range of products…or by modifying their bodies from 
within through diet and exercise (Arnold, 2009, p. 58-60). 

It is this ‘American Look’ which I was in close 

proximity to from the age of six to eighteen in the 

preppy 1980s when button-down Oxford blouses, 

chinos with embroidered belts and Lilly Pulitzer shift 

dresses (’The Lilly’) were the uniform of the town’s 

mothers and daughters. Even were my family able 

to afford the preppy style, I would not have been 

able to wear it as my brace would have been fully 

exposed: the shift dress, for example, would have 

been as revealing to the protrusions of the brace’s 

orthotic restraints as if I were to wear a negligée. 

I could not move freely. My body could not 

move as it should: it was unhealthy, I was 

unhealthy. I was undisciplined and my body 

was wrong, so wrong, in fact, that my body 

needed to be restrained in an orthotic to stay 

upright. 

I return to Foucault’s (1977, 1979, 1980, 1982, 

1989) theory of the productive power of the regime 

of self-discipline in the rise of institutions in society. For, while otherwise strong 

and healthy, my spine was pathologised by the diagnosis of idiopathic scoliosis. 

Above: Socialite CZ Guest in Palm 
Beach

“In classic American good looks 
she wore like a second skin: 
cashmere sweater tied over a 
short-sleeved crewneck, linen 
Bermudas, and loafers”, date not 
cited (Banks & de La Chapelle, 
p.107)
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With this diagnosis of an idiopathic condition, defined as a medical problem for 

which the cause is unknown, my body emitted signs (Sturken & Cartwright, 2001) 

of deviancy. The next section will consider how the town’s everyday expression of 

culture through clothing and dress underscored my belief that I was deviant. 

Style as signifier of identity

This section will consider the ways in which clothing and dress are cultural 

phenomena that communicate meaning and enable the construction of identity 

through this communication: clothes make a statement and produce meaning. I will 

use the semiotic model of communication broadly (Fiske, 1990) and the functions 

of fashion in particular (Barnard, 2002; Barthes, 1983, 2005) to analyse the ways 

in which sartorial expectations in Wellesley influenced my sense of rejection.

The semiotic model argues that communication is a social interaction and requires 

negotiation between individuals which, in turn, establishes them as members of a 

cultural group. Barnard (2002) suggests that “fashion and clothing are often used 

to make sense of the world and the things and people in it…they are communicative 

phenomena” (p.32). Communication is a social interaction constituting an individual 

as member of a cultural group, but it is through the social interacting, here I focus 

on acts of dress and style, that the individual becomes a member of the group. In 

this way the semiotic model concentrates on the negotiation of meanings rather 

than the receiving of messages. The production of meaning is a result of negotiation 

between senders, readers, their cultural experiences, and clothing. Therefore, it 

will be expected if readers from different cultural backgrounds interpret different 

meanings, or readings, of a garment. However, Barnard (2002) reminds us that 

communication is not a neutral cultural activity, and power struggles can play a role 

in negotiating meaning between readers. 
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Each reader brings their own cultural experience and expectation to bear 
on the garment in the production and exchange of meanings. Meanings are 
generated, then, and positions of relative power established in and through 
the process of communication. (Barnard, 2002, p.33)

Fashion and clothing express the ideas, beliefs and values of social groups: their 

set of ideologies. As such, then, they are used to both attack the ideologies of 

other groups and protect their own. This, in turn, means that fashion and clothing 

are ideological and used to legitimise these power relations. As noted by Barnard 

(2002) “They are…part of the process in which those positions of dominance and 

subservience are made to appear entirely natural, proper and legitimate” (p.42).

Barthes (1983, 2005) was interested in the ways in which fashion collapses its 

signifier (the garment or accessory) into a dominant signified (new, trendy, season-

focused, must-have), which he termed ‘the rhetoric of fashion’ (1983). This, he 

claims, is because “fashion is tyrannical and its sign arbitrary (therefore) it must 

convert its sign into a natural fact or a rational law…”(Barthes, 1983, p.263). 

Barthes (2005) writes that the function and purpose of the fashion magazine is to 

promote mythology through presenting fashion signs as “unchanging essences” 

(p.44). Through the collapsing of the signifiers of a garment into a set of overriding 

signifieds, then, all that is left is myth of what cultural meaning the garment 

communicates and negotiates about the wearer to wider culture. 

The shift dress as cultural meaning

I will now explore the cultural meaning of the shift dress, a key style of dress worn 

by Wellesley women and their daughters, which I was excluded from wearing for 

a number of reasons: the visibility of the protrusions of my brace, my natural 

body shape and lack of money. I then discuss the social consequences inherent in 

exclusion from a style embraced by the socio-economic group one lives among.
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Ward (2010) notes that the shift dress can be traced back to the 1920s chemise. 

Dresses of that era, particularly those of Coco Chanel, featured exposed legs and 

arms, simple cuts, loose shapes and little waist definition. This was a move away 

from corsets and offered women both style and ease of movement. The shift 

dress is short and straight with a simple line, it hangs loose on the body from the 

shoulders and is held together by side panels. The 

dress is often sleeveless with a short hemline; the 

neckline is high, typically with a boat-neck collar.

The shift dress became a staple of the American 

woman’s wardrobe in the 1960s and signified a new 

trend in women’s clothing. The garment promotes 

independence, modernity and a redefinition of the 

female shape. The design is at once feminine and 

androgynous, youthful and ageless. It allows women 

to dance, move and work at liberty and it unites 

style and comfort. In many respects, the shift is a 

symbol of youth culture. The cut allows a lose fit 

and is all about mobility, exposure, casual ease, and 

understated style. The dress favours women with 

small busts, slim frames and long legs, reinforcing 

the adolescent ‘pixie look’ of the 1960s personified 

by Twiggy. The shift dress was further embedded 

into popular culture by the socialite Lilly Pulitzer, who 

sold her ‘Lilly Dress’ at her orange juice bar in the 

upmarket resort of Palm Beach, Florida (Banks & de 

La Chapelle, 2011). The Lilly Dress is noted for its bright colours and playful fabrics 

and remains a summer staple for female residents, young and old, of upper middle 

class towns like Wellesley. Banks and de La Chapelle (2011) write that “Lillys are 

Lilly Pulitzer ensembles and a 
white picket fence (Salk, p.124)

The Lilly Dress updated, Spring/
Summer 2005 (Salk,p.118).
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Above: Lilly Pulitzer (left) at her orange juice shop in Palm Beach. Both she and her friend are wearing 
‘The Lilly’ shift dress, date not cited (Salk, p.44-5).

Below: “Ladies in Palm Beach decked out in their Lilly Pulitzer shifts look as youthful as their daughters” 
(Salk, p.104-5)
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an eternal reminder that ‘its always summer somewhere’”(p. 168). The caption to 

the photograph of women and their daughters at poolside in Palm Beach (p.85) 

reads,“Ladies in Palm Beach decked out in their Lilly Pulitzer shifts look as youthful 

as their daughters” (Salk, pp.104-5).

The shift has evolved to allow for a choice of 

silhouettes from unfitted loose dresses to more body-

conscious figure-hugging styles. Though updated, it 

remains a essential part of the American woman’s 

wardrobe as it signifies understated feminine youthful 

health through movement. Its legacy can be seen in 

every collection of American ready-to-wear fashion 

houses today.

A semiotic analysis of the shift dress as a sartorial 

sign producing negotiated cultural meaning would 

suggest its signifiers are a garment of natural fibers worn by females which has a 

high scooped neck, loose without a waist, nor external restraint at the waist, short 

in length, exposes all limbs to sight, and is sometimes brightly coloured.  What 

is signified is youthful, active, healthy female bodies, confidently soaking up the 

sun with their limbs exposed. The sign: ‘shift dress’ loses the signifier of ‘cotton 

comfort for warm climates’ to gain the signified ‘stylish piece of clothing to wear by 

youthful, healthy, women who visit upscale resort towns in the summer’. Instead 

the signifiers of ‘feminine youthful confidence through healthy activity’ collapse into 

the signified meaning (‘this is a garment for summer’) through the fashion rhetoric. 

Therefore the signified, connoted negotiated cultural meaning communicated about 

the shift dress is that the wearer of the dress takes on the signifiers herself: she 

is full of feminine youthful confidence through the healthy summer activity she 

engages in at expensive resorts. 

Michelle Obama’s first official 
picture as First Lady, 2009, 
wearing pearls and a shift dress, 
without jacket, displaying her 
athletic and toned physique.
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What happens then, to the women who cannot wear the Lilly Pulitzer dress when 

surrounded by these signifiers of youthful feminine confidence? This then leads me 

to my experience of not being able to wear the clothing and fashion signified as 

the sartorial norm of the culture in which I inhabited. In semiotic terms, my social 

interaction by means of wearing an orthotic and not having sufficient money to buy 

into the mythology meant I was unable to wear ‘suitable clothing’. This placed me 

in a subservient position in the ideological power relationship with my upper middle 

class social group. The lack of money would have been difficult enough to contend 

with, though long before my brace I was already proud of my parents’ hard work 

and happy to have safe, green spaces to play in. With the diagnosis of scoliosis 

came the head/body split and self-hatred I have discussed which fed into a shame 

of my entire self which ran much deeper than shame of class: I developed a fragile, 

insecure identity.

Conclusion

In this chapter I examined my personal memories of growing up in the upper 

middle class suburb of Wellesley, Massachusetts. I have detailed a survey of 

its history and analysed its regime of place as a class-focused town aiming for 

homogeneity to support its culture as a town of home owners able to spend 

their recreation time in the many protected and maintained green spaces freely 

available to residents. In its exemplary beauty, sense of security and generous 

use of tax money to maintain the town’s public spaces, Wellesley is evidence 

that the American Dream continues to be a potent ideal. I have discussed here 

how my diagnosis of idiopathic scoliosis at the age of ten placed me outside that 

dream of freedom of movement and infinite possibility and filled me with self-

loathing and shame. This chapter examined the rise and legacy of the post World 

War Two American fashion style, known as ‘The American Look’, which influences 

the sartorial expectations of upper and middle class American women, indeed, 
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how these women should move their bodies in the clothes. I have examined the 

particular cultural signifiers clothing and fashion and how my inability to wear the 

sartorial expectations of Wellesley’s culture due to my scoliosis and class-based 

issues, placed me outside of my social group, and filled me with a deep desire to 

move on and seek belonging elsewhere.  

With Chapter Four I will now discuss the visual practice I carried out throughout 

the research and writing of this thesis. I will explore the profound importance the 

photographic, walking and bookmaking practices have made to my theoretical 

understanding of the cultural analysis here in Chapter Three. 
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Chapter 4: 
Visual and Material Practice
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Introduction

The purpose of this chapter is to consider the various embodied and performative 

practices I engaged in as a process to develop my doctoral artefacts which include 

walking, photographing, collaging and bookmaking. The term ‘process’ is of 

particular importance: my meaning here is that I will foreground in my discussion 

of the visual and embodied methods which I employed to create my artefacts what 

I have learned about myself, my identity, the culture of the place examined and the 

root of my sense of rejection from that place in the process of making these artist’s 

books. In doing so I will argue that through being mindful of the process and 

performance of creativity I have found ways to support alternative views of myself, 

my past, my memories and the contested space of my youth.

This chapter begins by exploring previous practice I have developed to engage with 

notions of corporeal identity and place-based identity. This visual practice entitled 

The Other; The Included, 2006 and Leaving (a work in progress), 2012, explore 

themes that underpin this study and contextualise my doctoral practice. All practice, 

past and present, is documented in the illustration plates which can be found at the 

end of this chapter.

With this chapter I explore and critically discuss the material and embodied making 

of a series of artist’s books, A Walk of Twenty Steps, as both an autoethnographic 

performance and a documentation of the performance involved in walking practices. 

These books aim to visually and physically articulate tensions found in my own 

personal and social identity which emerged from a sense of displacement and 

rejection from the place of my childhood which I’ve explored in Chapter Three. With 

this practice-based element I explore methods of visuality that enable me to further 

express an unarticulated, tacit and embodied sense of abjection from the town I 

grew up in. I sought to find material ways of working through a feeling of rejection 

with creativity, craft and experiential material activity which could articulate a 
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challenge to this long-held belief of being an outsider. Here I will examine the 

development of a series of artist’s books of collaged digital photographs taken on 

two separate occasions in the field. These books, both the final pair and the many 

work-in-progress prototypes, are the material artefacts of this practice-based 

thesis. With this chapter I consider how the various visual and embodied methods 

I employed to create the books: photography; walking/movement through space; 

collage; bookbinding; and personal linguistic narrative, all add meaning to the 

artefacts themselves. The embodied performance and process of making the books 

is written in analytic terms and in autoethnographic poetic prose. My aim here is 

to enable the reader to become as close as possible to the feeling and sensation of 

bookmaking.

I am not searching for a nostalgic home through this project; instead this has a 

subversive intention. Like Foucault’s (1975, 1980) ‘subjugated knowledge’ and 

‘popular memory’, Sturken’s (1997) ‘political nature of memory’ and Pratt’s (as 

cited by Neuman, 1996) view of autoethnographic practice as confronting status 

quo, my artist’s books question the homogeny which is on the surface of the 

photographs. The collaged photographs suggest the spaces represented are places 

where repositories of contested memory reside. 

There are many stages to the binding of the books from the initial performative 

capture via lens, ink, paper, glue, each step demanding disciplined movement of 

the body. Each of those stages in the making of the artist’s books has forced me 

to pay attention to the details of the place where I lived when I lost awareness of 

my body (Foucault, 1980) and sense of self. I will suggest here that by engaging 

in performative and embodied acts of making I have taken back physical and 

metaphoric space to tell my story and, in so doing, contest the utopian dominance 

of the Wellesley Square street scene.

My engagement in this interdisciplinary work at doctoral level is a direct 
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consequence of postmodern cultural development since the 1960s.

The idea that all groups have a right to speak for themselves, in their own 
voice, and have that voice accepted as authentic and legitimate is essential 
to the pluralistic stance of postmodernism (Harvey, 1990, p. 48).

Condemning meta-narratives as ‘totalizing’ post-structuralist cultural theorists insist 

upon the plurality of ‘power-discourse formations’ (Foucault, 1980; 1982) or of 

Lyotard’s ‘language games’ (Harvey, 1990). Lyotard, in fact, defines the postmodern 

simply as “disbelief of meta-narratives” (Harvey, 1990 p. 45).

Joe Moran (2005) examines how representations of the everyday have influenced 

the ideas surrounding the relationship between public and private spheres. Moran 

argues that everyday culture is ignored, sidelined and discounted as a source of 

meaning for wider cultural developments. Moran notes that this overlooked aspect 

of everyday culture allows it to be a source of resistance for Antonio Gramsci’s 

‘spontaneous philosophy’ (Moran, 2005) and Michel Foucault’s ‘subordinate and 

unofficial knowledge’ (Foucault, 1980). Both cultural critics are analysing here those 

forms of informal, unsanctioned knowledge that obscure resistant and robust power 

relationships due to being rooted in specific social frameworks (Moran, 2005). 

Moran suggests that, as such, 

’the everyday’ is a space where practice and representation are complexly 
interrelated, where the lived reality of the quotidian co-exists with clichés, 
mythologies, stereotypes and unsourced quotations (p. 13).

My photographs of Wellesley Square naturalise the assumptions and myths of 

conspicuous consumption. However, the act of photographing and decoding these 

signifiers of the commodity relations inherent in everyday upper-middle class 

life enables me to question the legitimacy of this dominant culture of commodity 

fetishism. These still photographs offer the viewer a moment of pause and critical 

reflection. The act of walking in what is a contested space for me (Rogoff, 2000; 

Till, 2005), photographing those views and binding them carefully in handmade 
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artist’s books has enabled me to explore my belief that I sat outside its cultural 

boundaries, unwelcomed and excluded; this chapter will examine this process. 

I will now discuss the visual and embodied methods I engaged in with previous 

visual work which have informed the development of my body of doctoral artefacts.

The Other; The Included

In Chapter Three I note that I accept the medical intervention of the brace was 

necessary, and that my quality of life will have been improved by wearing it. I 

also note in that chapter the deep cost to my corporeal and cultural identity; my 

visual practice has investigated this impact over the past ten years. My practice-

based work during Masters study explored the harm done to my corporeal identity 

and focused on the mind/body split which developed through this particular 

disciplining of my body. With this doctoral thesis I move from the site of my body 

and its physical confinement to confront my internalisation of disciplinary practices 

(Foucault, 1977 & 1980; Mills, 2003) and focus on a broader exploration of what 

cultural meaning is produced when a young girl needs ‘straightening up’. I will 

spend a bit of time initially discussing my Masters practice as it underpins the visual 

and embodied knowledge I bring to this doctoral project.  

As noted previously I had two braces, one constructed when I was eleven, the other 

when I was thirteen or fourteen; I have kept both (see Plate 1). With this project 

I worked into, and exhibited, both braces. The binary oppositions I played with 

during the Certificate Stage of my MA in Visual Culture were malignant/benign, 

exiled/welcomed, ignored/invited, and unloved/loved.  You will find photographs of 

this installation on the following pages.

The Other, 2006 is hermetically sealed, a danger to everyone else; exiled. Yet, like 

Foucault’s Panopticon, the brace is in a clear plastic box and can be viewed from 

all sides and the top. I placed x-rays taken of my curved spine at Boston Children’s 
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Hospital around the sides of the box and placed the brace in the middle. While 

this obscured the brace to observation, it was not safe from the medical gaze of 

scrutiny, measurement and evaluation because we see through and around the 

x-rays of deformed spines to maintain our watch. I placed battery-operated lights 

inside the box to allow both the brace and the x-rays to be visible. 

The Included, 2006 was always going to be a risk: fully revealing and celebrating 

the object of my self-hatred to myself, my family, and my colleagues was 

frightening. I chose to work with my second and final brace, the one I was wearing 

when I was in the middle of puberty. I decided to dress the brace the way I wished 

I could have felt: the iconic vision of girl in her early teens. I chose an innocent 

pink as the dominant colour scheme to minimise adult sexual signifiers. I replaced 

the heavy rope-based strap that I had to use to cinch myself into the brace with 

pink satin ribbon. I placed a feather-based boa all around the edges of the brace 

and glued glitter butterflies and flowers to the inside and outside of the brace, and 

then positioned paper butterflies at various parts of the brace. The brace was ready 

for either a sleepover or a Spice Girls concert. I took the shadow away, the disgust, 

the shame, and replaced it with light, colour, femininity and a voice that shouts 

confidently: “I’m ok and I’m going to be ok”. The medical gaze has the blinds pulled 

on it; it’s not allowed in.  

Leaving (a work in progress)

This early PhD practice examined my experience of making a home in an adopted 

city as an immigrant (Kealy-Morris, 2011; 2012; 2013). This work laid the 

groundwork for the autoethnographic visual and linguistic practice embodied in this 

thesis.

With this work I explore ways of representing the memory of place and portray 

the melancholy and sense of loss felt by those leaving a place adopted through 
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emigration and developed into ‘home’. The photographs layered through collage 

technique were taken during a farewell walk in Manchester City Centre on the eve 

of my relocation to Chester. These collages utilise metaphors of memory’s instability 

and unreliability, the material palimpsest of the city and the ghosts of past flaneurs 

and flaneuses to represent the walking of the city as the writing of personal history.  

W.G. Sebald’s (1993) words from The Emigrants are carefully chosen to represent 

the physical and emotional attachment the emigrant can have to their adopted 

‘home’-land and the deep sense of loss I felt leaving the place I had made my home 

by choice.

I walked the rain and windswept pavements and streets early on a weekend 

morning; the city was quiet, the only people about were those who had to be; I 

almost had the city to myself. I walked and wandered and took photos of places of 

little consequence to anyone but me; I wanted to capture the layers of the life I had 

made for myself over the years. 

The photographs I took on that rainy weekend morning were of both the oldest and 

the most recent wanderings I had undertaken in Manchester: the door on Store 

Street now boarded up that, on my arrival in Manchester, had been a shortcut to 

the narrow, crowded and uncomfortable main platform at Piccadilly rail station; the 

long path along London Road I had walked three times a week at an unsociable 

hour to board the hour-long ‘fast train’ to Chester while still commuting to my new 

post at the university. 

The photos attempt to ‘capture’ my known and experienced Manchester but more 

importantly my own story of making Manchester my home. I had no idea, two and 

a half years later, how I would use them; indeed I’d not looked at them again for 

two years as the mourning was still too acute and my need to settle in Chester 

meant I didn’t indulge myself in reminiscence. 
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It was the embarking on my practice-based PhD, attending a collage course at 

Central St Martins in August 2012, and seizing another opportunity to further my 

bookbinding skills at a weekend workshop in September 2012 that encouraged me 

to consider the photographs as viable material for visual work. I suggest that it is in 

the reworking of the photographs utilising collage technique that the photographs 

as souvenirs become collages of memories of place: democratised, liberating the 

sign from its referent, signification open to individual interpretation, each unstable 

and unreliable as different views of the same city crash and clash in one imagined 

frame. 

I suggest that the collages within Leaving (a work in progress) contain traces of 

embodied creativity that my hand has effected through the materials and processes 

I utlised to construct them. The viewer has access to knowledge about the process 

of their construction through following marks from the scalpel blade and folds of 

paper. The act of layering and cutting and gluing attempts to tell others’ stories as 

well…the silhouettes of ghostly wanderers I have cut from the collaged photographs 

have no face, no definite permanent shape; inner space and outer space are 

represented within the same frame.

Materially, Leaving (a work in progress) is a cloth-covered, single-sheet hand 

stitched book, A5 in size, containing paper-based collages developed from digital 

photographs on fourteen pages of 120gsm cartridge paper. The quotes from W.G. 

Sebald’s 1993 novel The Emigrants were typed onto glassine and glued into the 

book after being bound. I admire the purchase of the typewriter, the debossing of 

paper through the pressure of the keys hitting paper fibers. The narrator of Max 

Ferber’s story told in The Emigrants would have typed his narratives of walks, 

wanderings, observations and avoidances on a typewriter in 1966 when we meet 

him; symbolically and materially the typewriter was the right transcription tool.
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For me, embodied creativity means working with my hands with paper which 

involves tactile experience. Stewart (1999), in her Prologue to the edited text 

Material Memories, articulates my instincts when she notes, 

To experience the roughness or smoothness of an object, to examine 
its physical position or come to understand its relative temperature 
or moistness, we must move, turn, take time. Visual perception can 
immediately organize a field; tactile perception requires temporal 
comparison. (Stewart, 1999, p. 32)

Stewart proposes that touch is a “threshold activity – a place where subject and 

object are quite close to each other” (p.35). This idea mirrors well my experience of 

creating Leaving (a work in progress). It was in the printing of the contact sheets 

of the photographs, the repeated photocopying of the originals to create seventh 

and eight generations, in the choosing of the images and the ways to disturb 

understanding of them, that I began to make sense of the story that I wanted 

to tell and how the immigrant Max Ferber’s voice, from The Emigrants, would 

support that narrative. I needed to experiment, to physically test the visuals, to 

try combinations and sizes of my ghost walkers. I knew collage might be able to 

support a narrative and would create layers of new signifiers from shattered and 

displaced signs, but it was in the act; the causality; the tactile shifting and moving, 

that meaning came to be developed.

I have titled the book Leaving (a work in progress) because I shall never leave 

Manchester for good, nor shall Manchester leave me. I still haunt the streets in my 

memories; I have left footprints and ghostly shadows that will be guides to other 

immigrants who carry their hopes of a new life with them. But this work is also 

a material and an aesthetic  ‘work in progress’: it is one of many attempts I will 

create to explore visualising memory of place and explore the possibilities that, 

through persistence, practice, and thoughtful repetition of skills development I may 

develop Merleau-Ponty’s (2002) ‘being as a thing’.
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I will now discuss the visual methods I employed to develop my artist’s books, 

focusing on the meaning of the performance and process which have brought me 

new insights into my creative abilities and, therefore, my creative self.

Walking practices

Since being introduced to Michel de Certeau’s (1984) theories of the everyday and 

gendered power relations of the city at Masters level study, I have been interested 

in the practice of developing embodied knowledge of place through walking 

practices.  De Certeau theorises that the city is a text which must have an author 

and imagines the walker at street level is the author whose moving body transforms 

the city through the creation of what he calls narratives (de Certeau, 1984). De 

Certeau argues that if the city must have an author then there must also be a 

reader, a passive voyeur, who views the creative work of walkers from position of 

command in skyscrapers as spectators of the spectacle unfolding below. Bird (1993) 

discusses de Certeau’s theories of the voyeuristic gaze and tactics of lived space in 

relation to the development of Canary Warf in East London in the late 1980s. Bird 

states, “this voyeuristic gaze is in contrast to the everyday practices of inhabiting 

the street: the tactics of lived space” (Bird, 1993, p.126). While my practice 

captures the sights and sidewalks of American upper middle class suburbia, these 

are photographs taken while moving my body through the sanitized and planned 

commercial centre of the town. No matter how uncomfortable my body feels in the 

space, I am making my presence known through moving through that same space. 

Solnit (2001) reminds us that, “walking, ideally, is a state in which the mind, body 

and the world are aligned” (p. 5).

The British artist Richard Long has been engaged in ‘Land Art’ since the mid 

1960s and has been a leader in walking art. His 1967 Line Made by Walking was 

his first such piece. Taking the train out of London to the countryside he chose 

a field at random and walked a straight line several times and photographed the 
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results. Further experiments with documenting walks evidenced his commitment to 

corporeal and embodied practice. Solnit (2001, p. 271) notes that “the uninhabited 

images leave the journey up to the viewer’s imagination … it asks the viewer to 

do a great deal of work, to interpret the ambiguous, imagine the unseen”. Long’s 

work insists the viewer understands that the walk has a shape unto itself. Other 

artists who use walking as a performative visual method include Sophie Calle (Suite 

Venitienne, 1979), Mona Hatoum (unemployed, 1985-6) and Marina Abramovic 

and Ulay (Great Wall Walk, 1988). Solinit (2001, p. 276) argues that walking as 

art focuses attention on the bodily encounters with landscape (rural) and strangers 

(urban). She notes that walking as artistic practice offers, 

rich potential relations between thinking and the body; the way one 
person’s act can be an invitation to another’s imagination;…the way walking 
reshapes the world by mapping it, treading paths into it, encountering it 
(Solnit, 2001, p. 276).

Tim Ingold’s phenomenological approach to anthropology explores how human 

beings perceive their environments. In his essay Up, Across and Along (2005) 

Ingold differentiates the knowledge of the ‘wayfayer’ from that of the ‘transported 

traveller’. For Ingold the wayfarer is constantly on the move and must engage with 

her/his environment for food and rest; s/he has no particular destination.  The 

transported traveller, in contrast, is ‘destination-oriented’; every destination is the 

end of a journey rather than the wayfarer’s moment of rest. Ingold suggests the 

traveller is carried across locations and that it is through wayfaring that we learn to 

inhabit our environment: 

The inhabitant is…one who participates from within in the very process of 
the world’s continual coming into being and who, in laying a trail of life, 
contributes to its weave and texture (2005, p. 4).

Ingold suggests we make sense of the world along a “path of observation” (Gibson, 

1979, p.197 as cited in Ingold, 2000, p. 4) and the knowledge we have of our 

environment is developed while moving through it, “in the passage from place 
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to place and the changing horizons along the way” (Ingold, 2000, p. 227).  This 

knowledge, with the senses of touch, hearing and vision, is part of “a total system 

of bodily orientation” (2005, p. 7). Pink (2013) suggests that Ingold’s work offers 

an awareness to allow the researcher better understanding of the senses in visual 

ethnographic research, as well as the environments in which we carry out research.

Nervously I put on my snowboots, hat, coat, gloves, warm winter coat 

to walk the main street of Wellesley, from the top of Central Street near 

the beginning of Wellesley College’s campus to the Public Library on 

Washington Street where Wellesley Avenue and Brook Street converge. 

Inspired by the work of the Bechers my aim is to capture through 

photography the typology of a wealthy middle-class suburban main street 

with an objective eye. I decide that after each 20 paces I will take a 

photograph of the buildings on the opposite side of the road. One day I did 

one side, another day I did another side.

The first day on my own I felt nervous, unsafe, exposed, freakish; the 

second shoot was safer as my British husband joined me; he’s not 

intimidated by the place as the signifiers don’t connote social power and 

dominance to him. This was the place that had rejected me and I was 

creating a portrait of it. Did the place deserve such attention? Would the 

public capture of its image post 9/11 land me in legal trouble? I put all that 

to the back of my head and acted as if I had the right to do what I was 

doing. Immediately it became clear that my biggest obstacle to carrying 

out this study was the car, everywhere in my way. I couldn’t keep to 20 

paces because a huge 4x4 would inevitably be parked in my view or on 

the road in traffic blocking my view. Or someone was sitting in a parked 

car and I felt intimidated to take a picture of them while capturing the 

buildings across the road.

It should have been no surprise that my view of the main street in my 

hometown was either through or over the roofs of cars; but it did surprise 

me as this is not my view in England – after 16 years living elsewhere my 

expectations of the everyday street view had shifted.…
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The shame I feel on my summer 2014 walk nearly suffocates me. I am big; 

unsightly; take up too much space; breathe too much air; block out too 

much sun. To move my shameful body and self through this pristine public 

space feels like I am exposing my long hidden flesh up to scrutiny. I put 

off the walk for many reasons (it’s too hot one day; it’s raining the next; 

the sun’s angle will disrupt the lens; I am needed by my family elsewhere 

at the time I chose to walk). I have no more time left to avoid it, I leave 

tomorrow. I take a deep breath and hold it; I plunge in…

It is the cars that un-nerve me. My artist’s books document my walks: they are 

nearly devoid of people, yet full of cars. Like the Panopticon, the car windows 

create maximum visibility to those in the cars so that I feel I am under constant 

surveillance while not able to gaze into the cars due to cultural expectations of 

discretion, self-discipline and decorum. Without eyes to look into and faces to smile 

at, my shame is emblazoned upon my chest for all to see: “I don’t belong here. I 

never did. I never will.”

Reflecting now on the embodied nature of the photoshoots, the moving of my 

loathsome body in a contested space, I further consider the words of Brown (2015) 

and Tangney and Dearing (2002),

Shame can’t survive being spoken. It thrives on secrecy, silence, and 
judgment. If we can share our experience of shame...shame can’t survive 
(Brown, 2015, p. 195). 

Shame often leads to a desire to escape or hide, to sink into the floor and 
disappear (Tangney and Dearing, 2002, p. 18).

It is this walk, this shoot, that is represented in the final books I make: the azure 

blue sky, the crimson-red awnings. 

As I walk the sequence of shots while I fold and glue and fold and measure 

and glue and fold I remember the trauma of the walk: how exposed 

I felt. It is through the calm, mundane, banal repetition of the act of 

making a concertina folded book of sequential narrative that I begin to 

see the buildings as they are: material bricks and mortar of commercial 
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establishments, not Panopticons passing judgment on my shame and 

sentencing my expulsion. 

The next section will consider the meanings within the still photograph and how 

those connotations shift when collaged as they are in the artist’s books. 

The photograph

As photographs give people an imaginary possession of a past that is 
unreal, they also help people to take possession of space in which they are 
insecure. (Sontag, 1977, p. 9)

Sontag (1977) and Barthes (2000) critically analyse the limitations to signification 

in the photograph due to how tied to the referent/subject it is. As Barthes (2000) 

suggests, the carrying of the referent with the photograph is its ‘fatality’ (p. 5) as 

the photograph cannot exist without a subject: “In short, the referent adheres. And 

this singular adherence makes it difficult to focus on photography”(p. 6). Sontag 

(1977) writes about the proliferation of the photograph today, suggesting that the 

taking of photographs is now as committed a pastime as sex – that it has become a 

diversion from anxiety and a tool of power (p. 8). 

Edwards (1999) notes that “The photograph infuses almost all levels of memory, 

even those of which it is not directly part…its tentacles spread out, blurring and 

constructing memory in its own insistent image” (p. 221). She argues that it is in 

its materiality that the photograph contains its ability to be a conduit for memory, 

that as Barthes suggests that “the image and its referent are laminated together” 

(Edwards, 1999, p. 222). Edwards argues “the photograph and its materiality, the 

image and object, are brought into a single coherent form” (1999, p. 222). The 

material form of the photograph and its contained representation of a moment 

past are in dialogue with each other to create meaning and memory of that event. 

Edwards (1999) notes that the photograph is one of the few media developed 

specifically to aid remembering and for this reason they “express a desire for 
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memory and the act of keeping a photograph is, like other souvenirs, an act of 

faith in the future” (p. 222). Edwards suggests that there is a connection between 

the body and, what she terms, “the photo-object”, which demands physical 

engagement through touching and handling them (p. 227). But she also notes 

that the photo-object also “retemporalizes and respatializes the photograph” (p. 

230), and quotes Barthes’ (1977) famous phrase from Image, Music, Text: the 

“there-then becomes the here-now” (p. 230). The photo-object retemporalises 

the photograph through the possible narratives it contains for the viewer and 

respatialises through offering imagined places and spatial points of reference. 

The traces of narrative and imagined places within the photograph, according to 

Edwards, open “the object further to the imaginative projection of making histories” 

(p. 230). ). Sontag encourages the viewer to look deeper into the surface of the 

signified of the photograph to seek the multiple meanings in a photograph and ask 

oneself “what the reality must be like if it looks this way”(p. 23). 

Of importance to my photographic practice of capturing places of my youth is 

Sontag’s assessment that photography, while non-interventionist, is a form of 

participation in keeping that which is observed as it is, “to be in complicity with 

whatever makes a subject interesting, worth photographing – including, when that 

is the interest, another person’s pain or misfortune” (p. 12). This raises interesting 

questions about the reasons I am observing and representing these childhood views 

with photographs and what I am complying with while I consider this an act of 

rebellion. Sontag (1977) notes that today is a nostalgic age and that photographs 

promote nostalgia: “Photography is…a twilight art. Most subjects are, just by virtue 

of being photographed, touched with pathos…all photographs are momento mori. 

(p. 15). 

This analysis is key to the aims and purpose of my visual practice, for the taking of 

the photographs represents the facing of my pathos regarding my sense of ‘outsider 
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status’ in that place. Sontag (1977) notes that the photograph contains notions 

of knowledge and space within it and that the framing, removing, shaping the 

photograph creates new meanings of the view within the photograph. She states, 

“through photographs, the world becomes a series of unrelated, freestanding 

particles, and history, past and present, a set of anecdotes and fait drivers” 

(Sontag, 1977, p. 22-3: emphasis in the original). With the collaging of the digital 

photographs of my walks along Central Street I foreground and privilege my own 

eye view, from my own perspective, rather than Cartesian perspectival perfection 

(Jay, 1988).  In this way, I become the director of this narrative with the placement 

of my body in that space; I am a fait driver (Sontag, 1977). 

My practice evidences interest in the culture of the everyday, the main street of 

my hometown as the subject of representation. My photographs capture daily 

shopping life in the tradition of deadpan photography depicting the local vernacular 

which emerged from America in the 1960s and 1970s through the work of Ed 

Ruscha, Stephen Shore, William Eggleston, Lewis Baltz, Robert Adams, and Dan 

Graham (Moran, p. 124-5). This aesthetic emerged from the pop and conceptual 

art of the 1960s. Of particular importance, reference and inspiration to this 

doctoral practice are Ed Ruscha’s photobooks including Twentysix Gasoline Stations 

(1963), Every Building on Sunset Strip (1966) and Thirtyfour Parking Lots in Los 

Angeles (1967). Moran (2005) describes the photobooks as “(containing) cheaply 

reproduced images of the mundane environment, grouped together by type with no 

commentary except for brief identifying captions” (p. 124).

My interest in ‘deadpan’ documentary photography was inspired by the photographc 

work of Hilla and Bernd Becher. The pair began systematically documenting 

industrial sites around Germany in the late 1950s. Stimson (2004) notes that their 

photographic method was driven by the desire to return to the ‘straight’ aesthetic 

and social concerns of German practice in the 1920s and 1930s and a rejection of 
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the contemporary leanings towards sentimentality. They had two key influences: 

firstly was their interest in the pseudo-scientific methodological portraiture of 

August Sander in the early twentieth century. The second influence was the 

industrial iconography of contemporary photographic practice in the 1920s and 

1930s (Renger-Patzsch; Maholy Nagy; Bourke-White). They created typologies of 

vernacular architecture displayed in grids to emphasise the differences as much as 

the similarities. They were committed to a type of representation that attempted to 

shed the referent and its signification of any ideology (Stimson, 2004).

Of central importance to my visual work is the placement of myself within the 

narrative and this is where my work differs from the deadpan photographic genre. I 

am the subject of my photographs; it is my eye the viewer is looking through. The 

everyday banality of the scene forces the viewer to question the intention of the 

photographer. 

I have chosen not to add direct representations of myself. Like the documentary 

photographer Susan Lipper (as cited by O’Hagan, 2010), I want the work to speak 

for itself, 

The picture carries a lot of hidden information, but the mystery is enough. 
I think one should do the imaginative work. I’m actually asking the viewer 
to own the psyche of the pictures. Photography carries the ability to 
document things but also to ask subtle questions of the viewer often about 
the preconceptions they bring to bear on work like this. (Lipper, as cited by 
O’Hagan, 2010).

In this way my photography sits closer to the genres of ‘late photography’, also 

known as ‘aftermath photography’ (Campany, 2003), which emerged in the 1990s 

with the work of Willie Doherty in Northern Ireland. With the events of 9/11 and 

subsequent war in Afghanistan and Iraq the genre has become a more common 

visual aesthetic. Capturing the aftermath of events, Campany (2003) describes 

this aesthetic as, “images (which) appear to us as particularly static, often somber 

and quite ‘straight’ kinds of pictures” (p.124).  He suggests that the work of 



106

photographers Willie Doherty (Aftermath, 1993), Paul Seawright (Hidden, 2002), 

Sophie Ristelhueber (Fait (Fact), 1992) and Richard Misrach (Wendover Air Force 

Base, Utah, 1989; Battleground Point, 1999) are noteworthy examples of this 

aesthetic. I would also add here the still and film-based photographic work of 

Angus Boulton (Krampnitz, 1999; ‘Cood Bay Forst Zinna’, 2001; 41 Gymnasia, 

2006) are significant examples of the ‘late photography’ visual style. Campany 

(2003) notes, “there is a reticent muteness in these images that leaves them open 

to interpretation…their status as traces of traces fulfills for art a certain modernist 

reflection on the indexicality of the medium” (p.130). 

What is noteworthy for me is the significance of stillness in these places that are 

inherent in the photographs, and it is in this stillness where the meaning lies 

(Faulkner, 2007). One must dig below the surface for meaning, and, as Campany 

suggests, the weight of their indexicality encourages multiple interpretations 

of meaning; this is left to the viewer.  Faulkner (2007) notes that the ‘late 

photography’ aesthetic, “(alludes) to human activity through material remains 

rather than through the representation of people” (p.39). While not intentional, 

there is a striking lack of corporeal presence in my photographs. There are traces: 

the parked cars lining the street and obstructing my view, shop windows and doors 

suggesting passing trade and highly visible crosswalks. The only dialogue available 

is a tense and confrontational one with the street. 

My American roots are itching at me and I turn my inward eye to reflect 

upon this while I point the eye of my camera lens to document those roots. 

As my American roots are planted in suburban soil it is here I begin to dig 

and I am holding my ground. 

The photoshoot on precarious ground

In the guise of a window shopping passante I join the rich tradition of the modernist 

urban flanerie as Parsons (2000) notes, ”flanerie parallels the idea of the search, 
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and in the abstract wandering.…this search would seem not for place but for self or 

identity” (p. 41). 

As noted previously the first photoshoot took place on two non-consecutive days 

over the Christmas week in 2012 on my hand-held Fuji FinePix compact digital 

camera on the ‘normal’ setting. The second took place in August 2014. I have 

chosen to document a public retail space because I feel safe in my anonymity in 

such a public space. As I explored in Chapter Three, I feel uncomfortable with the 

glamorous representation of the ‘Good Wellesley Woman’ all around me, whom I 

felt I could never become, reflecting back at me. 

Woodham (1997) and Steele (2010) remind us of the key role the department 

store played in selling mass-produced goods promoted by the new advertising 

agencies in Philadelphia and New York City by the mid nineteenth century. 

Woodham (1997, p. 8) notes that the stores, “soon became socially acceptable 

venues for unaccompanied women to meet as well as shop without damaging 

their reputations”. Parsons (2000) describes the escapist aesthetic experience of 

indulgence and pampering that women experienced in the new department stores, 

A palace of glass and artificial light, the store is a commercial temple of 
which woman is both the goddess and worshipper. It provides relief from 
the confinement of the domestic arena and is a place where woman is 
afforded all the signs of authority (Parsons, 2000, p. 47). 

The signifiers of Wellesley’s canvas canopies over shop doors connote homogeneity 

of classic style and good taste. The shops are on the ground floor of buildings that 

span several shops and create a sense of community and security. While there 

are a few franchises (CVS Pharmacy, Gap, Starbucks) most shops are boutiques 

suggesting one can purchase the one-off, individually unique, item here. The 

franchises must conform their street voice to the tone and accent of their boutique 

neighbours: no neon or plastic store signs are permitted here except the town’s 

first department store, E.A. Davis, whose neon sign now is a nostalgic novelty. As 
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I discuss in Chapter Three, this is a main street that has been carefully planned, 

designed and branded. The lower end of the main street by the library has shops 

that are more transient, with looser purposes. Today this is where the high school 

students hang out in the pizzeria and the ice cream parlour…they are kept away 

from the boutiques up the hill.

The artist’s books as autoethnographic narrative and performance

This section will discuss the process of placing the photographs taken on those 

walks into a sequential narrative bound in handmade artist’s books and the reasons 

for choosing to do so. 

Johanna Drucker (2004) in her text The Century of Artists’ Books notes that the 

development of the artist’s book as an idea and a form did not exist before the 

twentieth century, and even then in its current form, developed only since 1945. 

Drucker (2004) defines the artist’s book as, 

a book created as an original work of art, rather than a reproduction of a 
preexisting work and … is a book which integrates the formal means of its 
realization and production with its thematic or aesthetic issues (Drucker, 
2004, p. 2).

Drucker (2004) argues that there is a concept of ‘bookness’ : a shared conventional 

form (two covers and a spine) and “the idea that through thematic unity a book 

may establish its identity” (p. 327). The materials used to create the artist’s book 

such as paper, board, thread, glue and the binding itself, notes Drucker, can “work 

against or in favor of sequence design” (p. 259). 

I suggest that through the embodied performance bound in the making of artists’ 

books the artists’ identities are inscribed into their books. As noted in Chapter Two, 

the practices of autoethnography are supported by a long history in performance 

through storytelling, giving testimony, witnessing, going ‘in-between’, staging 

encounters, and creating disturbances. Stewart (1993) writes about the attraction 
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to the Victorian miniature book by both makers and consumers, 

The social space of the miniature book might be seen as the social space, 
in miniature, of all books: the book as talisman to the body and emblem of 
the self; the book as microcosm and macrocosm; the book as commodity 
and knowledge, fact and fiction. (p. 41) 

I propose that the artist’s book series A Walk of Twenty Steps utilises performative 

sequence to tell a story through autoethnographic visual and linguistic narrative.

A Walk of Twenty Steps

Materially A Walk of Twenty Steps is a series of cloth-covered hardbound folded 

concertina books with the title debossed on the front cover in the typeface ‘Stilla’ 

(Linotype, 2016). The books are 9 cm wide by 14.5 cm tall, a size chosen so 

they can easily be held in the palm. They contain a sequence of collaged digital 

photographs captured through walking practices which have been printed by ink jet 

on A1 sized 140gsm cartridge paper.

The purpose of the books are to place myself into the topology of Wellesley’s 

main street: my life; my body; my memories of this place; my use of the spaces 

represented in these photographs. As noted before I am inspired by Ed Ruscha’s 

artist’s books Every Building on the Sunset Strip, 1966, where he mounted a tripod 

on the back of a pickup truck and took photos of every building on Los Angeles’ 

Sunset Boulevard. He then collaged them together into a concertina folded artist’s 

books. Both sides of the street are collaged on opposite edges of the book and each 

building is labeled with its corresponding street address. Rejecting the glossy coffee 

table tome fine art is so often disseminated in, Ruscha was interested in encasing 

his art in affordable, mass distributable form of a book, and in doing so played a 

role in the democratization of art which came out of the 1950s ‘happenings’ and the 

conceptual art movement Fluxus celebrating the everyday.

Like Every Building on the Sunset Strip the structure of the series A Walk of 
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Twenty Steps is based on what Drucker (2004) terms an “external determinant” 

(p. 178): the geographical east-west plan of Wellesley Centre is the structure 

which determines the form around which the books are constructed. The corporeal 

and embodied practice of walking and photographing the view every twentieth 

step further defines the “finite parameters in space and time and its demarcated 

physical boundaries” (p. 257) within the structure of the books. The view is a 

minimalist, deadpan, flat-footed referential one; the narrative personal and opaque. 

My intention with the concertina/accordion fold is to forge a narrative relationship 

between each view, across each fold, through page-by-page sequence which 

suggests movement and meaning as the reader walks and observes the view from 

the twenty steps with me (Drucker, 2004). The sequence is therefore key to the 

meaning of the books: this is the same walk of my youth that I ask the viewer 

to join me on. One could argue the books are devoid of narrative as there are no 

linguistic signs beyond the title to prompt meaning, however I suggest these books 

utilise sequence to tell a story through photo-narrative. The ghostly traces of my 

past self leads the reader to their own conclusions of why the banalities of an upper 

middle-class commercial district could be of importance. Like the “neutral flatness” 

(Drucker, 2004, p. 77) of Ruscha’s photobooks, and the straight photography of 

the Bechers, the signifiers of the referents are open to interpretation as to what is 

being signified.

The performance of this work is important. Like Parsons’ (2000) flaneuse and 

passante I walked the streets with the intention of looking, watching and collecting 

images around and above the cars that blocked my view. The constraint and 

method for typological creation was the decision to walk twenty steps then 

photograph whatever I saw. I was twenty when I finally left Wellesley to join the 

wider world and my brace was prescribed when the curve in my spine reached 21o. 

I have created further restriction to the view of the streetscape within the books’ 

structures through lacing a line of binding thread through the concertina frames 
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at 21o. My intention here is to limit and make difficult the viewer’s access to the 

homogenised and sanitised utopia of Wellesley Square. One of the advantages of 

the concertina binding is the artist’s ability to create movement and rapid sequence 

with still photographs. By lacing these concertina books with tightly wound thread 

I interrupt the sense that these books might merely be a story of a landscape. By 

doing so I interject a narrative of difficult negotiation with this view; the viewer 

may become frustrated and disappointed. There are shadows created as the pages 

fold into one another. The folds within the concertina books, normally at an upright 

90o angle, are being pulled to one side in a curve and the viewer must take care 

not to rip the pages as the book is opened wide. With these methods I invite the 

viewer to join me in my uncomfortable walk, asking only for companionship to 

counter the loneliness and isolation I felt while living there. Through tightly binding 

the concertina frames containing pleasing photographs of Wellesley Square I disrupt 

the ‘illusion of transparency’ (Rogoff, 2000) inherent to Wellesley’s regime of place. 

The viewer must contend with the obstacles to full vision I placed before them: 

exclusion is experienced.

The book cover: signifier of wayfaring 

A Walk of Twenty Steps has had many covers over the years, as you will note in the 

photographs of my ‘works in progress’ (see Plates 6 to 11). With the current binding 

presented here (see Plates 12 to 14) I attempt to encourage the viewer to follow 

my walks from the western end of Central Street to its merging with Washington 

Street in the east; this causes difficulties with the walk on the north side of the 

street as one must open the book in an intuitively incorrect way. Influenced by 

Ingold’s (2005) notion of the ‘wayfayer’, as discussed in Chapter Four, who learns 

more about her/his environment through trial-and-error wandering, I have worked 

around this challenge by deciding to deboss the title onto each cover. The presence 

of a cover enables the reader to use embodied muscle memory to know the cover 
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must be opened to reveal the book’s content. The next challenge arises when the 

viewer naturally and automatically opens the cover from its right-hand side. Here 

s/he will encounter blank frames but with a ghostly trace of the photographs from 

the other side reflecting through the paper. Quickly the viewer closes the cover and 

re-opens the book from its left-hand side and finds the title page, a signifier of the 

start of a book. I had considered adding arrows to the title page but felt this was 

too controlling, authoritative and obvious. I want the viewer to be confused, to 

have to work with me to join me in my walk. 

The debossing of the cover was an important aesthetic and symbolic decision; I 

had to follow my instincts, as the process involved was daunting. I had to be willing 

to experiment with a process I had never attempted, but I felt I needed to create 

covers. While I had used paper bands to denote a cover on prototypes I wasn’t able 

to ensure the bands would be put on properly again (see Plate 9). I needed to find 

a way of signifying ‘cover’ without my books shouting.

Materially, to deboss means to press an object into a substrate. The indentation 

that is left creates shadows and traces of the pressure and tension needed to create 

what becomes an embodied mark. The debossed covers reflect my experience 

living in Wellesley while wearing a brace: the physical pressure of the brace leaving 

pressure marks on my skin, and the cultural pressure of having an abnormal body 

leave their trace on my identity today.

The typeface I chose has historic meaning. ‘Stilla’ (Linotype, 2016) was released 

in 1973, the year my family arrived in Wellesley. Designed by the French typeface 

designer François Boltana, it is a cursive “fat face–style” design reminiscent of the 

first advertising displays in early urban landscapes during the Industrial Revolution. 

The typeface celebrates the weight and depth of the letterform and is proudly 

voluptuous with its weight. In fact, the face could not do its job, nor be as readable, 

without it. The purpose of such “fat faces” was to catch the attention of the streams 
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of people debarking early forms of public transport, to shout from a far distance: 

“Come read me, fun and joy are to be had!”. By setting the title of my artist’s books 

with this typeface I suggest my walks, while difficult and uncomfortable, have shed 

some of the shame my 12 year old self was consumed with. 

The collages

Unlike Leaving (a work in progress) I have decided not to collage the digital 

photographs within A Walk of Twenty Steps using scalpel and glue but rather 

to create a narrative through overlapping them. My aim is to make the viewer 

look twice at the constructed view of Wellesley to trigger a mysterious and 

uncomfortable sense of place. I want the viewer to be drawn into the mystery of 

why this unremarkable place has been photographed and bound in this way. In this 

way these collaged views of a place that is uncomfortable for me are documentation 

of my performance of walking through this space, and equally walking through my 

shame. 

I planned the layout of the photographs so that a consistent typology would 

emerge. I confine each photograph to a square frame of 8x8 centimetres and forced 

the image to be constrained within proportion to the frame. I shift the image so 

that the left side of the image aligns with the left frame. I privilege the ‘new photo’ 

to overlap the previous photo and, when perspectives are awkward, I align to the 

curb when it is visible. In this way I do not make the view easier for the viewer, and 

always privilege what I saw and captured rather than what is pleasing. Edwards 

(1999) notes that photographs stand for two things, firstly the focus of the memory 

but also for the moment in which the photograph was taken. She notes that 

Barthes argued that “to reject a photograph and thus the memory-value it holds 

out demands its physical removal: destruction engages with materiality” (Edwards, 

1999, p. 226). 
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I suggest that the material act of appropriation and re-creation with collage 

technique neutralises the possible indexical lesions and permanent wounds felt 

when a photograph, and therefore, by association its referent, is destroyed. Iliescu 

(2008) notes that collage has much to offer as a design method due to its use of 

ordinary objects, unfinished or barely recognisable materials and their unfinished 

aesthetic represent a defiance of inflexible boundaries between art and the 

everyday. She notes that,

Narratives of salvage are thus but one manifestation of collage’s more 
general capacity to connect what is disconnected. In so doing, collages may 
evoke the conflicts and tensions, as well as the potential for reconciliation, 
that we associate with real life (Iliescu, 2008, p. 68).

Ruth Hemus’ (2009) revelatory study of five key women artists central to the 

Dada movement suggests that one theme that ties the artists’ work together is 

the search for new ways of representing and using the body creatively. Her study 

includes the multi-disciplinary work of the performance artists Emmy Hennings 

and Sophie Taebuer in Zurich, the artists Hannah Hoch in Berlin and Suzanne 

Duchamp and the poet Celine Arnauld in Paris. Hemus notes that the work of each 

of the artists at some stage in their careers “questions the body as subject, as 

object, as artist, as the site of expression, representation or resistance and around 

which questions of agency, passivity, identity, threats, gender, sexuality, politics 

and technology revolve.” (2009, p. 197). Hemus proposes that with the fine art 

practices within Dada, the process of collage and assemblage brought everyday 

materials to the frame. She notes that the artist as body is a key point of debate in 

avant-garde art, questioning how the artist’s hand effects creation (2009, p. 200-

1).

I suggest that the collaged digital photographs contain traces of embodied 

creativity that my hand has effected through the materials and processes I utlised 

to construct them. The viewer has access to knowledge about the process of their 
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construction through following the edges of each photograph on the folds; inner 

space and outer space are represented within the same frame.

A work in progress

I walked; I stopped; I gathered; I analysed; I made enthusiastic mistakes; 

I made some more. 

As I note in the Introduction, I had attended a number of bookbinding training 

workshops over the years but had little confidence in my aesthetic skills to get 

the skill ‘just right’. The process of learning the skills has been slow, and key to 

the improvement of my emergent skills has been the bookbinding workshops I 

organised and led in the Department of Art and Design at the University of Chester 

from 2012. I will suggest that the workshops form part of my practice for this thesis 

which I explore in detail in Chapter Five. I will now discuss the ways in which my 

making of artist’s books is embodied and performative. There will be a number 

of autoethnographic passages that I use to bring the reader close to the senses 

involved in making as emphasis as well as evidence of its embodied nature.

There is a confidence of muscle movement and the psyche that, for me, can 

only be obtained through experiential action. Through my experience of learning 

bookbinding skills through this doctoral study, I have found these skills must be 

practiced repeatedly over time to gain the confidence to make with joy rather than 

frustration.

There is a discipline that must be learned and an understanding of and respect for 

the anatomy of a book which is anthropomorphised: the head; the face; the spine; 

the foot. Each of these parts of the book relates to the other but have different 

purposes and, indeed, work differently depending on the type of book, its ‘bindng’, 

which is being made. I brought this knowledge with me to hand bookbinding from 

my time in the print shop in my mid-twenties. What I found significantly different in 
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hand bookbinding were the series of gentle, deliberate, patient movements of my 

hands and fingertips that I could only learn through the act of repeatedly making 

books. It took a while into this study to gain the confidence to make the volumes 

of books necessary for the skills to become embodied; I discuss further in Chapter 

Five how the teaching of making books helped me develop both the confidence to 

make and the obligation to do so in order to pass the skill on.

I struggled initially with the notion that my awkward first attempts to make books 

of my own work, artist’s books, were ‘good enough’ regarding both the hand 

binding and their contents. One early book wasn’t selected for a staff exhibition and 

a colleague publicly questioned it’s lack of craft quality, wondering if perhaps that 

should be the purpose of my practice-based PhD: to become a craftsperson. Publicly 

testing my visual and written work regularly throughout this study through peer 

reviewed conference papers, publishing in peer reviewed journals and exhibiting 

both my own and collaborative artist’s books, has required me to consider the 

purpose and focus of my study and my bookmaking. Very early I decided that my 

aim for my doctoral visual practice was to make books which contained my visual 

narratives, and to develop the skills that allowed me to do that well. What was 

important to this doctoral project was to make using craft-based bookbinding skills 

but I deliberately did not set out to learn the rules, materials, tools and processes 

of a millennial-old craft. In this way I am not a craftsperson; I am a maker of 

artist’s books. As I discuss further in Chapter Five, the six-week bookbinding 

workshops offered to students are not aimed at developing craftspeople; they are 

aimed at introducing handmade book structures and skills to artists, designers and 

photographers who may want to further pursue the craft. 

Joy:

In the quiet repetition of touching, nudging, coaxing, encouraging the 

paper to lie in a flat fold, or on a flat surface, sometimes glued to secure 
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its beautiful 90o angles. There is tenderness in my touch for I respect the 

grain of the paper and have learned that harsh, sharp movements will 

destroy. 

The works-in-progress evidence sustained testing of materials and processes over 

the four years of this study. Very early I decided that I would treat my mistakes, 

attempts and tests as artefacts and cherish them because without them I wouldn’t 

know what not to do. I bound the mistakes as carefully as I did the work in 

progress in order to respect them and to learn the bindings (see Plate 7). The more 

sheets of mistakes I bound the better at binding I became, the more covers of 

books full of mistakes I covered the better at covering hard bound books I became. 

My making time was precious due to all the other pressures in my working and 

home life, therefore I found every way I could to learn the skills of bookmaking 

while testing ideas. 

It has taken me a year to find the right method to print the ‘book-block’ of folded 

paper for A Walk of Twenty Steps. As is evident in my sketchbook this was a year of 

trial and error, of false economy and what could have been seen as wasted effort; I 

simply could not see ahead the several steps I needed to. With frustration at peak 

level, I was folding and gluing in my sleep, unable to settle until I found the right 

solution: a solution that involves a two-hour performance of trimming, scoring, 

folding, measuring, gluing, aligning and folding again for each book. Each gesture 

matters and I have developed ritual and habit that are muscle memory now. I have 

begun to anticipate and solve problems I run into through testing different printing 

and folding and gluing methods. I realise I now use five different types of rulers 

and set squares to make my artist’s books: I am learning which tools I need for 

each process.
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Bliss:

I move my body, this bent body, and beautiful, straight and sturdy books 

are made. I perform over and over and over again the same movement 

time and time and time again, and my hands make beautiful things. I feel 

the paper moving as it should, the bonefolder held just right, pressed into 

just the right place, to encourage and coax the beautiful fold in exactly … 

well, near enough … the right spot.

Pleasure:

With tenderness in my touch I hold the object of my imagination, my skill, 

my knowledge, my joy and my bliss: my book. I touch, I hold, I behold. 

The book is hand-sized: the warm embrace of the palm, thumb and fingers 

envelop it. During the years I wore my brace and for many years after I am 

not touched, I do not touch, I am not held, I do not hold. 

The books are material, they are matter. 

They matter. 

Therefore, I matter.

Conclusion

This chapter has explored and critically discussed the material and embodied 

making of a series of artist’s books, A Walk of Twenty Steps, as an 

autoethnographic performance. This chapter has considered the visual methods I 

employed including practices of walking, photography and handbound bookmaking 

and I have suggested that I have created an alternative view of Wellesley’s 

dominant homogeneous utopia.  In doing so I suggest that through being mindful 

of process and performance of creativity, I have found ways to support alternative 

views of myself, my past, my memories and the contested space of my youth. 
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Now I will measure and fold and print and fold and glue and press and 

unfold and show and demonstrate and refold again this visual narrative of 

the life I lived in the place I never called home. I am holding the hand of 

my 12 year old self as she tries to hide her body which is trapped in her 

brace while shopping for a dress that might make her look normal. We walk 

with our heads held high certain that, no matter what the gaze of others’ 

suggest, we are ok.

 



The Other, 2006

Plate 2
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The Included, 2006

Plate 3
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Leaving (a work in progress), 2012

Plate 4
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Leaving (a work in progress), 2012

Plate 5
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A Walk of Twenty Steps (early prototypes), 2014

Plate 6
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A Walk of Twenty Steps (early bound trials & errors), 2013

Plate 7
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A Walk of Twenty Steps (early prototypes), 2015

Plate 8
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A Walk of Twenty Steps (prototypes), February 2016

Plate 9
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A Walk of Twenty Steps (prototypes), July 2016

Plate 10
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A Walk of Twenty Steps (prototypes), July 2016

Plate 1

Plate 11

129



A Walk of Twenty Steps (final artist’s books), August 2016

Plate 12
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A Walk of Twenty Steps (final artist’s books), August 2016

Plate 13
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A Walk of Twenty Steps (final artist’s books), August 2016

Plate 14
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Chapter 5 
The Pedagogy of Making
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Introduction

The precariousness of the private and public/professional aspects to my identity 

is noted throughout this thesis. The aim of this chapter is to bring together what I 

have learned about the role of visual practice in clarity of the self through engaging 

with this autoethnographic study and my desire to create opportunities for students 

to develop confidence in their creative selves. Through understanding how the 

making of books reinforced my growing understanding of my identity, I sought 

ways to enable students to have similar experiences.

This study argues that our cultural experiences inform our identities and that 

the creative act of making with our hands encourages the articulation of this 

personal knowledge. In this chapter I suggest that developing creative projects 

that encourage students to place their experiences and identities at the centre 

of the outcomes will encourage within them an expanded field of self-knowledge 

and self-confidence. I will further argue that experiential learning through active 

participation in collaborative learning environments enable the process of acquiring 

knowledge to be articulated and known to the self. This self-knowledge, as 

articulated through conscious experiential process, then feeds into the development 

of a more mature sense of creative self. 

As discussed in Kealy-Morris (2015a, 2015c), this chapter will consider the 

development of collaborative teaching and learning practices through my 

introduction of a series of department-wide bookbinding workshops away from 

the formal studio environment over a four year period. I will then discuss the 

impact these workshops have had on the practice of participating students and 

their sense of ‘creative self’ through the analysis of anonymous surveys carried 

out over the span of these workshops. I will go on to consider the role that leading 

these workshops has played in the development of my bookmaking and pedagogic 

practices; I will propose here that the experience of making alongside my students, 
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in a community of practice (Wenger, 1998), has changed me and my sense of self. 

The workshop: a site and pedagogic method for developing creative skills

Through the research engaged in with this study I was interested in developing 

a physical and metaphoric learning space for art and design students who chose 

hand bookbinding as a visual method to display their creative work. My aim was 

to encourage the forming of a community of learning through shared practice and 

experience (Wenger, 1998; Reid & Solomonides, 2007). The workshops began as 

a hunch, a tacit and instinctual notion, that making supports understanding and 

develops one’s creative identity and confidence. While the workshop as a learning 

environment may be obvious in other creative disciplines, within design subjects 

artefacts are developed within the parameters of a client’s target audience as well 

as specific marketing and branding needs rather than collectively.

This instinct was borne from my own experiences learning creative industrial skills 

in the printing and publishing sector in New York City in the early-to-mid 1990s. 

This experience of working with and leading teams of pre-press operators in a 

small print shop inspired my eventual study of graphic design at degree level and 

visual culture in postgraduate study. In the print shop I was as dependent on the 

knowledge of my peers as they with me; learning the skillset to perform the tasks 

adequately was dependent on collaboration from within our team and outside 

it. As Csikszentmihalyi (1990) suggests, I became a more ‘complex’ person as I 

developed these skills through collaborative experiences:

Complexity is the result of two broad psychological processes: 
differentiation and integration. Differentiation implies a movement toward 
uniqueness...integration refers to its opposite: a union with other people 
with ideas and entities beyond the self. A complex self is one that succeeds 
in combining these opposite tendencies. (Csikszentmihalyi, 1990, p. 41)

Csikszentmihalyi notes “a skill and habit is not developed through knowing how 

to do it; it must be done, performed or practiced consistently and regularly as a 
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dancer, painter, or athlete might” (1990: emphasis in the original) and Wenger 

(1998), argues identity is informed through engaging in social practice. Through 

the daily, weekly, monthly, yearly production of preparatory tools for the offset-

litho presses I learned the structure and anatomy of a printed text and I learned 

the parameters that a design must work to in order for a successful piece of 

communication to be printed. I learned to critique the designer’s mocked-up 

camera-ready board as to how it would look coming off the press. 

Through these years of experience in developing and exploring new skills and habits 

I developed what had been a dormant creative aspect to my character. After a few 

unsuccessful attempts to work in pre-press in Northwest England when I emigrated 

to settle with my British husband, I began a degree in graphic design. Later I 

became interested in combining my industrial bookmaking skills with the personal 

satisfaction of hand bookbinding. It was against this backdrop of experiences 

and curiosities that I began to organise what has become annual bookbinding 

workshops in 2013. 

The workshop as the site and pedagogic method of developing craft and design 

skills has a long and rich history from the medieval period through the beginnings 

of the Industrial Revolution in cottage industries (Barnwell, Palmer, & Airs, 2004; 

Sennett, 2008) to the Arts and Crafts movement (Meggs & Purvis, 2006; Pevsner, 

2005; Pye, 1968) and the craft-based structure of the Bauhaus school (Woodham, 

1997; Wilk, 2006). 

At the heart of the purpose, beyond production, of a craftsman’s workshop was 

knowledge transfer (Sennett, 2008, p. 74). And this is the aim of an educational 

workshop. There is a tension between the tacit knowledge (unspoken and not 

acknowledged), and explicit knowledge (verbalised, shared, demonstrated) of a 

craftsperson introducing skills as embodied habits. Sennett suggests that what 

is missing in the analysis of great masters’ knowledge is the way in which their 
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workshops functioned to explain why tacit knowledge was dominant,

(The workshop’s function) is the absorption into tacit knowledge, unspoken 
and uncodified in words, that occurred there and became a matter of 
habit, the thousand little everyday moves that add up in sum to a practice 
(Sennett, 2008, p. 77).

Sennett (2008) suggests, “the well-run workshop should balance tacit and explicit 

knowledge” (p. 78). Apprentices should insist that skills, knowledge and habits 

are made clear and explicit but Sennett suggests that much of the Master’s power 

derives from so much of their knowledge being tacit.

While the workshop setting is suitable historically and culturally for the practical 

skills I would be introducing to students, there are cautions to consider in the 

workshop method as Sennett (2008) notes, 

The history of the workshop shows, in sum, a recipe for binding people 
tightly together … (through) religion and ritual. A more secular age 
replaced these ingredients with originality…implying in the workshop a new 
form of authority…(p. 80).

I propose that Sennett holds a narrow traditionalist, historicist and gendered view 

of the workshop. Sennett’s analysis is that the workshop is a social method of 

production where craft skills are passed down in an authoritative way from master 

to apprentice. He is, I believe, rightly concerned that such social relations stifles 

autonomous knowledge production when he notes, “the workshop cannot be a 

comfortable home for the craftsman, for its very essence lies in the personalized, 

face-to-face authority of knowledge” (Sennett, 2008,p. 80). Yet he then states that 

the workshop as a mode of production is necessary as standards must be taught 

in order that skilled work can be produced, but notes the modern tension between 

traditional skills and autonomy that will play out on the workshop bench. He is 

ignoring the long traditions of the ‘quilting bee’ and other productive collaborative 

social production methods of creating artefacts by women throughout millennia. 

Craft skills were historically learned in a variety of domestic settings as well as in 
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industrial workshops. 

My experience of learning craft skills in industry suggested to me that the workshop 

can be a shared social space of knowledge production, particularly when working 

between a highly skilled and experienced colleague and quickly turning to a new 

colleague to share the few skills I had learned just weeks before. In my experience, 

social production through skills exchange need not be didactic, controlled, 

autocratic and hierarchical. In introducing the craft skills of hand bookbinding it was 

the workshop setting that made sense to me as a craftsperson and an educator.

The workshop: a community of 

practice and experience

Pedagogically I was interested in 

developing what Dewey (1997) termed 

‘a true learning situation’, one which has, 

“longitudinal and lateral dimensions. It 

is both historical and social. It is orderly and dynamic” (p. 10-11). For, Dewey 

argued that not all experiences are pedagogically sound, “The belief that all genuine 

education comes about through experiences does not mean that all experiences 

are genuinely or equally educative” (p. 25). Workshops which introduce art and 

design students to the traditions and practices of hand binding artist’s books hold 

such scope. There is historic tradition and practice reaching back hundreds of 

years as well as an order and rhythm to the craft skills needed to develop such 

structures. As creative students they will be developing visual practice within studio 

environments and the artist’s book allowed students a different way to frame both 

their intermediary work-in-progress experiments and encase their final finished 

pieces. 

The workshops then were relevant for understanding the trajectory of their subjects 
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and for thinking about the finishing off 

of their final artefacts. The outcomes 

from the workshop would promote their 

skills in experimentation, exploration 

and expanding their use of materials and 

processes. In this way the workshops meet 

the criteria Dewey (1997) suggested must 

be met for an experience to be an educative one: the principles of continuity of 

experience (p. 35) and interaction (p. 42), “continuity and interaction in their active 

union with each other provide the measure of the educative significance and value 

of an experience” (p. 44).

With continuity, or ‘experiential continuity’ as he also termed the principle (1997, 

p. 33), Dewey is suggesting that any educative experience must link students to 

past learning events and prepare them for their next learning challenges. He notes 

that no experience can live on its own merit and be determined a genuine learning 

event. Here Dewey (p. 35) discusses the development of habit in the biological 

sense not the psychological sense. As Pye (1968) and Adamson (2007) suggest,  

to develop knowledge in a subject or craft one must repeat the movements until, 

through practice over time, skill and knowledge are developed.

Dewey’s other criterion for a full educative experience is the presence of interaction 

(p. 42) between teacher and student in order that the teacher is aware of and is 

sharing her/his knowledge, skills and experiences with students. In this way the 

teacher is no longer an instructor but an active leader and organiser of materials, 

space, time and outcomes. This enables students to be actively engaged with their 

learning rather than simply being instructed.

The statement that individuals live in a world means…that they live in a 
series of situations. And when it is said that they live in these situations, 
the meaning of the word “in” is different from … pennies in pocket. … 
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It means … that interaction is 
going on between an individual 
and objects and other persons. 
The conceptions of situation and 
interaction are inseparable from 
each other (Dewey, 1997, p. 43: 
emphasis in original).

Dewey suggests that for an educative 

experience to develop, it is of vital 

importance that learning events must be pre-planned. The educative experience 

must be led by educators who are responsible to develop activities that will lead to 

tasks which promote social organisation that all students can participate in through 

the setting of clear and fair ground rules (p. 56). In my experience working both in 

industry and teaching art and design subjects for fifteen years, these ground rules 

must be articulated clearly by the educator and understood by all participants; 

there may be a need for these ground rules to be repeated. For the ground rules to 

be agreed by participants they should be relevant to collective learning supporting 

individual learning goals.

Each workshop had a set goal for its outcome: a particular binding would be 

learned. I was clear that my role was to provide the materials, instructions and 

demonstrations and participants were expected to  learn the skills through ‘having a 

go’, supporting each other and asking me for help if they were still struggling: those 

were the workshop ground rules. I often prompted participants by encouraging 

them to find the answer to their question in the instructions, reminding them of the 

importance of making sure they understand the instructions if they want to make 

books away from the workshops; this enabled autonomy and a culture of ‘having a 

go’.

I sought to explore how the workshop experience and setting, situated away 

from the studios where assessed work is produced, might influence students’ 
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creative confidence through what 

Merleau-Ponty (2002) suggests is the 

body ‘understanding’ a new habit, ritual, 

skill, “to understand is to experience the 

harmony between what we aim at and 

what is given, between the intention and 

the performance – and the body is our 

anchorage in a world” (p. 167). Within these workshops I asked students to use 

their bodies and minds in new ways, explicitly to use new tools (and familiar tools 

innovatively) to construct meaning which the body cannot perform itself (Merleau-

Ponty, 2002): with ruler, paper, bone folder, folded signatures, sewing guide, awl, 

thread, beeswax block, needle, set square, glue, glue brush, book cloth and cover 

board. 

Perception of value

An important aspect of the discourse produced in students’ handmade books is that 

these artefacts are wholly valued for the learned process and embodied skills they 

represent; these artefacts were not assessed. These workshops are extracurricular 

and students voluntarily attend. The artefacts they produce in the course of the 

workshop series are signifiers of their newly acquired handcraft skills; the only 

expected learning outcome is that they ‘have a go’. For art and design students 

there are three potential ways in which their creative work can be assessed. 

Firstly their work can be submitted against a set assignment brief meeting specific 

learning outcomes for a module. Students might also submit a body of work as 

‘work in progress’ towards a defined marked piece of work. In this way the ‘work in 

progress’ sits within an assessed portfolio of other creative work developed in the 

process of producing a final artefact which is assessed on its own. The third way 

in which creative work could be assessed is as part of an exhibition where many 
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artefacts are displayed and the curation is 

marked as a whole. Had students chosen 

to, they were able to submit their books in 

any of those ways they might have wished, 

or not submit them for assessment at all. 

This then gave students the autonomy 

to decide how, and indeed whether, the 

learning on the workshops would be qualified and quantified.

Crucial to students’ gaining confidence in their making skills was my leadership on 

questions of quality, namely, that the artefacts they produced in the workshops are 

of ‘production quality standard’ rather than ‘absolute quality standard’ as termed 

by Sennett (2008, p. 79). Through working to the standard of production quality, 

students are encouraged to view their work as ‘work-in-progress’, as functional 

books that work like books, that signify ‘bookness’. Here we work to Sennett’s 

standard of “what might be possible, just good enough” (p. 45). My intention here 

is to lead students over six weeks of three-hour workshops from the folded book 

to the hardbound encased stitched book so that they are building upon their skills 

from the previous week and gaining confidence as they tackle a new structure. 

Were we to focus on Sennett’s (2008) ‘absolute quality standard’ students wouldn’t 

have moved beyond learning how to fold at exactly 90o with the bone folder. With 

this experience students learn enough structures with enough experience of folding, 

gluing and stitching that they are then able to learn other structures, stitches and 

bindings, proof of which is in their stitched artefacts displayed at their degree show.

Following from Csikszentmihalyi’s (1990) notion of ‘the development of self’ 

(p. 171), I was interested in creating an activity that allowed and encouraged 

students to develop new skills for the growth of their creative selves, for the 

sake of experiencing “the joys” (Csikszentmihalyi, 1990, p. 99) of the senses 
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and movement, rather than for formal 

assessment. As the students had chosen 

to join the extracurricular workshop series, 

they would be in a position to set their 

own goals through intrinsic motivation and 

experience self-led knowledge development. 

As Csikszentmihalyi (1990) suggests, 

“power returns to the person when rewards are no longer relegated to outside 

forces” (p. 19).

I was attracted to enhancing students’ learning of new skills and ways of working 

through valuing the process of learning the skills, not just the artefact produced. 

Barrett (2007b) proposes that art and design education considers “shifting the 

critical focus away from the evaluation of the work as product, to an understanding 

of both studio enquiry and its outcomes as process” (p. 135: emphasis in original). 

By so doing she suggests we are able to critique and celebrate “the value of the 

artistic process as the production of knowledge” (p. 135). Barrett (2007b) utiises 

Foucault’s theories of the production of knowledge through discourses of power 

(1972; 1980; 1982; 1991) to argue that the discourses developed in the practice of 

developing artefacts produce knowledge. She notes that “a key aspect of Foucault’s 

conception of discourse is that it refers not only to language but to language and 

practices that operate to produce objects of knowledge” (Barrett, 2007b, p. 136). 

As noted throughout this thesis, Foucault’s theories of power were concerned with 

analysing the historical contexts that led to regimes of power to dominate and 

control notions of truth, of knowledge, of the healthy body and freedom (Foucault, 

1972). Barrett (2007a) suggests that, “Foucault contends that whilst things may 

have material existence in the world, they cannot have meaning outside discourse” 

(p. 136). From this post-structuralist framework then, my students’ handbound 

books materially signify and represent knowledge gained through developing new 
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skills and using new tools, materials and processes 

to produce the books. With Barrett (2007a), I 

suggest that through students’ development of their 

handbound books they are performing ‘authorship’ of 

their new material knowledge (skills of bookbinding) 

and embodied knowledge (performing the corporal act 

of bookbinding).

Foucault (1982) argues that “a society without power 

relations can only be an abstraction” (p. 791). Power 

relations existed in the workshops but without the 

extrinsic motivator of ‘the summative mark’,  the 

vertical power structure collapsed to become a more 

equal and horizontal one. There are several factors 

that made this possible. Firstly, I shifted the social 

learning space (Sagan, 2011, p. 141) from the 

studio where assessed work is created to a neutral 

production space known and labelled as ‘The Book 

Arts Studio’. This broke the corporeal links to the institutionalisation of their 

learning as only summative-based in particular rooms where particular relationships 

develop between them, their lectures and their creative work. Secondly I was their 

workshop leader, not their lecturer. As such I was introducing creative skills to them 

for them to use as they wished, not setting assignments they were to hand in for 

assessment. Thirdly I was open about my emerging skills base. I made it clear I 

was learning alongside them, sharing with them the skills I had learned through my 

own working processes in that space and time.
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Tacit and embodied knowledge

I was clear from the outset: students 

would not be fully skilled book artists after 

eighteen hours of workshop engagement. 

The value of their bound books is in the 

exploring and testing out new skills and 

methods they represent rather than their sale, or even, use value. 

Polanyi (1967) has argued that the educator and the student need both explicit 

and tacit knowledge to understand a new experience and set of skills. Explicit 

knowledge can be critically analysed through writing, whereas tacit knowledge is 

unarticulated and unformulated, and thus, more basic and embodied – what we 

know but cannot say. Maykut and Morehouse (1994) note, ”as we articulate our 

observations, reflect on what we know explicitly, we will begin to uncover our tacit 

knowledge” (p. 31). As this tacit knowledge is articulated and made explicit it then 

can be reflected on.

Tacit knowledge is gained by indwelling. To indwell is to live between and within, to 

“walk a mile in another’s shoes”, to understand someone through empathy rather 

than sympathy (Maykut & Morehouse, 1994, p. 25). Polanyi (1969) suggests that 

much of learning is tacit and implicit. He notes that rather than there being a sharp 

division between tacit and explicit knowledge, explicit knowledge relies on tacit 

knowledge to interpret what has been articulated. ‘Hence, all knowledge is either 

tacit or rooted in tacit knowledge. A wholly explicit knowledge is unthinkable’ (p. 

144). Percy (2004), following Polanyi, suggests that we also learn through the 

application of fact, based on rational thought processes, but the principal method of 

learning is fundamentally constructive rather than deductive. 
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Barrett (2007a) notes that Polanyi’s 

account of tacit knowledge adds to our 

understandings of experiential knowledge. 

It refers to embodied knowledge or ‘skill’ 

developed and applied through practice and 

experience and is understood instinctively. 

According to Kolb (1984) learning and 

understanding begins with one’s own lived experience which we bring with us to 

formal learning environments. Kolb suggests that learning takes place through 

action and reflection on that action. Kolb’s experiential learning model recognizes 

that knowledge learned from events cannot be separated from the experiences in 

which it is applied. 

Bookbinding: a craft skill

David Pye, in his key 1968 text The Nature and Art of Workmanship, separated 

the notion of skill from any moral connotations, a tradition of modern craft theory 

stemming from the Arts and Crafts movement led by Ruskin and Morris (Adamson, 

2007, p. 73). Rejecting Ruskin’s assertion that art sought ideal truth, Pye argued 

that workmanship is a practice of distinct somatic, bodily actions, each one open to 

objective scrutiny (Adamson, 2007, p. 73).

Of great interest to my pedagogic practice, Pye (1968) is best known for his 

distinction between the ‘workmanship of risk’ and the ‘workmanship of certainty’. 

Pye defines ‘craftsmanship’ as workmanship in which “the quality of the result is 

continually a risk during the process of making … (and) that care counts for more 

than judgment or dexterity” (1968, p. 7). He defines this type of workmanship as 

‘workmanship of risk’ (1968, p. 7). He then contrasts this with ‘workmanship of 

certainty’ which is “always to be found in quantity production, and in its pure state 

in full automation” (1968, p. 7).
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Pye has redefined the binaries of craft and 

industry, hand and machine, suggesting 

that, 

the relation between risk and 
certainty is relative rather than 
absolute. Total certainty and total 
risk are rarely observed, and 
intermediary positions between 
the two can be achieved through means as humble as a pair of scissors or 
as complex as an injection-molding machine. … Skill, then, is the human 
equivalent to a jig in woodworking or a mold in ceramics – it is control 
within a productive operation, the ability to reduce error (Pye as cited by 
Adamson, 2007, p. 73).

Pye, therefore, argued that the crafts do not have a unique ownership on the 

matter of skill – the product produced through control of production could be 

architecture, musical composition, or a car. These skills, though, still must be 

learned and in the learning of them through actively engaging in the rules of the 

craft, this learning becomes the skilled craft itself (Adamson, p. 75). It is in the 

experience of making crafted artefacts, because the skill is so difficult to master, 

which makes the practice of craft so rewarding.

Pye (1968) notes that there is

much more in the workmanship than not spoiling the job.…There is 
something about the workmanship of risk, or its results; or something 
associated with it; which has been long and widely valued (Pye, 1968, p.9). 

He makes an observation that workmanship of risk isn’t necessarily monetarily 

valuable and can produce poor quality products and that those skills will never be 

used for producing goods of large quantity. However, as he notes time and time 

again in his 1968 text, 

it is just as certain that a few things will continue to be specially made 
simply because people will continue to demand individuality in their 
possessions and will not be content with standardization everywhere (Pye, 
1968, p.9). 
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Pye suggests that while workmanship of risk has no entitlement to quality 

production, “What it has exclusively is an immensely various range of qualities, 

without which at its command the art of design becomes arid and impoverished” 

(p. 9-10). He terms this quality ‘diversity’ (p. 57) and he suggests that this is an 

important factor in the aesthetic importance of ‘good’ workmanship of risk, that 

good workmanship adds an aesthetic value onto the use value of a design.

Adamson (2007) suggests Pye never quite understood that craft, because of its 

contingency between art and industry, is a “moving target” (p. 75). Furthermore, 

the experience of becoming skilled in a craft is culture-specific and historically 

contingent.

‘The Bookbinding Club’

Percy (2004) suggests that “students gain cognition and understanding through 

attending to their practice” (p. 146: emphasis in the original). The purpose of the 

workshop was to offer experiences to students to gain a new skill and consider 
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new materials and methods of displaying 

their end of year artefacts and portfolios. 

Students take great satisfaction in binding 

their work into designed cases, structures 

and covers. Interest in hand finishing has 

spread beyond the workshop participants, 

evidenced in queries about binding from 

students in the department whom I have not taught. 

Students are adept at combining analogue and digital aesthetics. Many of the 

workshop attendees are proficient with the entire Adobe Creative Suite of computer 

programmes. The work they hand bind is sleek, sharp, uses typography that 

signifies professionalism and layouts that connote full adherence to the rules of 

corporate design. From their survey responses it is clear that a motivation for 

attending the workshops was that they wanted to put their own style on the 

cover and structure of the display of their work. They felt it important to show 

prospective employers that they had analogue as well as digital skills, that they 

weren’t ‘one trick ponies’. One student noted, “I now will consider hand crafting 

things myself, instead of relying on computer graphics and the work of others” 

(Respondent 7, Question 9, 2013). Another student has begun to look at designed 

artefacts differently coming out of the workshops, “Bookbinding has made me think 

about the encasement of items in a detailed way as individual pieces of design” 

(Respondent 4, Question 8, 2014).

A central goal of the workshops was to support students in gaining confidence 

in their abilities to construct objects from paper, a medium of great importance 

to designers as, while much design is now screen-based, the promotion of 

commodities, services and events continue to have printed elements. Students 

report that their confidence in design and making skills has developed from 
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attending the workshops. One student noted, “It has 

made me happier because I know about something 

that not many others do. It’s a very useful skill to 

have” (Respondent 1, Question 7, 2014). Another 

student was interested in how making books has 

helped her understand the user’s experience, “It has 

enabled me to think outside the box a bit more in 

terms of design pieces that the audience are able 

to handle and manipulate” (Respondent 2, Question 

7, 2014). A photography student felt more confident in finding new ways to 

display photographic work, “Confidence levels in my practical design abilities have 

increased and will enable me to present my photographic work in more creative 

ways without compromising on professionalism” (Respondent 3, Question 7, 2013).

Leading the workshops has been revelatory for me as a researcher, maker and 

educator. I simply had no idea how rewarding three hours a week making alongside 

students would be. There was a sense of industry in the air, and a common 

purpose, with participants supporting one another in learning new skills and sharing 

humour at those awkward first attempts rather than feeling frustrated and isolated 

on their own.  ‘The Bookbinding Club’ became a community of practice based on 

active engagement with specific experiences that supported learning through social 

participation (Wenger, 1998). A student noted, “I particularly enjoyed the hands 

on approach (as this is my favourite way to learn new skills), by this I mean each 

session we jumped straight in to starting to make our project books” (Respondent 

4, Question 10, 2016).

What has developed through the workshops is Dewey’s (1997) ‘educative 

experience’, and Wenger’s (1998) ‘community of practice’. The workshops also 

emerged as Reid and Solomonides’ (2007) ‘group creativity’ – as a group we 
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determined that what we were engaged in was creative, that it was “perceived 

as unique and of value to a certain community of people” (p. 28). Reid and 

Solomonides suggest that this phenomenon evidences that creativity is socially 

constructed. 

‘The Bookbinding Club’ developed Till’s (2005) ‘cultural practices of place-making’ to 

negotiate a new set of social relationships within Lefebvre’s (1991) ‘social space’ to 

create Rogoff’s (2000) ‘subjectively produced social spaces’. Here I am suggesting 

a broader cultural interpretation of ‘place and space’ then a geographic one. As 

noted in Chapter Two, Post-structuralists (Barthes, 1977, 2009; du Gay et al, 1997; 

Hall, 1997; Hebdige, 1991; Sturken & Cartwright, 2001; and Williams, 1981) argue 

that culture is a signifying system that at the heart of its practice is the production 

and circulation of meaning. ‘The Bookbinding Club’ fell short of developing all 

the characteristics of a subculture through appropriated, bricolage style and 

homology (Hebdige, 1991) with an internal structure which enabled participants 

to make sense of the world. In many ways the workshops supported the dominant 

culture of the academic department students were enrolled in: creative production 

developing in a social setting. I propose here that the workshops created a social 
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setting, Lefebvre’s (1991) ‘social space’, and a 

social group with ties strong enough for a name to 

be agreed to define their productive purpose: ‘The 

Bookbinding Club’. This ‘community of people’ (Reid 

& Solomonides, 2007) and ‘community of practice’ 

(Wenger, 1998) held a common purpose which their 

shared activities were well structured around: ‘having 

a go’ at learning bookbinding. This goal, then, was 

culturally and site specific enough for a culture of 

community to develop through the series of workshops. This was a community 

based on developing skills in the repetitious bodily movements inherent in the skill 

of making books by hand. The artefacts the community developed were therefore 

embodied with the productive nature of their bodies actively learning a new skill. I 

propose, therefore, that the artefacts produced by ‘The Bookbinding Club’ express 

embodied knowledge. 

I suggest that, intrinsically and tacitly, I sought to build Reid & Solomonides’ (2007) 

‘community of people’ and Wenger’s (1998) ‘community of practice’ to support my 

acquisition of difficult craft-based skills. Further, I propose that the community of 

practice developed in the bookbinding workshops challenges the loneliness and 

isolation of my years of living in Wellesley. I used the workshops to push my own 

skills. As an academic with a full teaching load and lack of confidence in my creative 

abilities, I needed the workshops to encourage me to test my new skills to a level 

that they could be documented in step-by-step instructions handed out to students 

and demonstrated during the workshops. My commitment to my students over the 

four years I led workshops pushed me to learn skills that I may not have had the 

confidence to on my own. In this way I propose that the teaching of bookbinding 

skills, ‘the pedagogy of making’, is as much part of my work-in-progress as the 

prototypes I developed on my own. 
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While I was initially anxious at my lack of experience and knowledge, I embraced 

the concept that students were supporting me as much as I was they. A level of 

trust developed in the workshops between myself and students, and between 

students, through supporting one another 

in what the next steps were in the making 

of the book structures. I wondered if I 

had disappointed them by not being a 

‘specialist’ .  However, many responded in 

the survey that they enjoyed that aspect 

of the workshops the most. 

I felt, as we were all learning, that there wasn’t any pressure to do things 
in a certain way, or any pressure if things were done a little wrong. Every 
one was learning new skills in a calm environment (Respondent 1, Question 
10, 2014).

I felt the workshops were a relaxed environment, where mistakes were 
allowed. I feel with a specialist I may have felt more pressure to get it right 
every time. I enjoyed the sessions and felt the pace/level we worked at 
helped everyone (Respondent 3, Question 10, 2016).

(Self) knowledge

These survey responses, the sense of community felt every year I led workshops, 

and the pleasure of learning with students has led me to teach differently now 

across all subjects and creative methods. I seek greater interaction and openness 

between students and myself to enable Dewey’s (1997) ‘full educative experience’ 

through encouraging them to bring their knowledge and interests to the table so 

that Wenger’s (1998) ‘community of practice’ develops within sessions with set 

goals and expectations. There is much joy to be had, and learning to be done, when 

trust and community develop in a learning group; I would not have learned this 

without having developed the workshops.
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I have learned through this project that when students 

develop work which is meaningful to their identities, 

trust and community develop in a peer group and 

awareness is raised of the value of students’ previous 

knowledge they bring to a new learning setting. Frame 

and Burnett (2008) state that, “The use of biography 

provides opportunities…[for] students to integrate 

their academic learning with the experience” (p.7). 

This, according to Frame and Burnett (2008), helps 

students reach a “higher level of learning…one which recognises and values the 

‘self’ as an essential element of effective learning” (p.7).  Keating (2008) notes 

“auto/biography can act as a bridge to connect the personal with the social and 

to span the gap between academic and everyday knowledge” (p.77), and has the 

potential to develop skills in self-reflection.

A ‘higher level of learning’ is evident in the workshop survey results. Students 

reveal that they see themselves, their practice, their abilities and their future 

creative work differently after attending the workshops. They have learned new 

ways of moving their bodies to produce artefacts that are worthy of praise, are 

celebrated by their peers, and exhibited at their degree exhibitions. As noted 

by Respondent 6 (2016), they have learned that they have patience, can work 

through the awkward initial skill retrieval stages and are capable of creating useable 

artefacts that will be made better through practice of these new skills,

I feel more confident in myself and my ability to work accurately - and with 
patience! As I do Fine Art and Photography I am quite messy usually! I had 
been told not to do graphics because of this! - but I can be neat and tidy 
and follow instructions after all! (Respondent 6, Question 10, 2016).

I have suggested in Chapter Four that book artists inscribe their identities into 

their books through the embodied performance bound in the making of artists’ 
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books. Thus, as students learn to bind their 

authored visual and written work into book 

form, I propose they create a sequential 

autobiographical narrative. The embodied 

performance of developing the visual 

practice, the act of binding and encasing 

this practice and, finally, the display of this 

work offer ontological knowledge through 

autoethnographic visual and linguistic 

narrative.

Student survey responses suggest through 

these workshops they have been involved 

in a deeper level of learning, contextualised 

by learning a new skill which is valued by their profession, within a community 

of creativity. Reid and Solomonides’ research (2007) indicates that for creative 

students to engage successfully in their studies they must have the opportunity to 

“develop a robust Sense of Being [sic]”(p. 37). They suggest that the most valuable 

pedagogic conditions will be those that create learning opportunities that encourage 

this embodiment of the creative self. As Amabile (1996) proposes, all extrinsic 

factors that recognize the development of skill and ability or enable greater 

participation with the task itself, without impeding a sense of autonomy, “should 

positively add to intrinsic motivation and should enhance creativity” (1996, p. 118). 

Conclusion

The aim of this chapter has been to consider the role that a series of workshops 

I held over the past four years supported my desire to create opportunities for 

students to develop confidence in their creative selves. I have discussed the impact 

these workshops have had on the practice of participating students and their sense 
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of ‘creative self’ through the analysis of anonymous surveys carried out over the 

span of these workshops. I have also considered the positive and lasting role that 

leading these workshops has played in the development of my bookmaking and 

pedagogic practices. I have proposed here that the experience of making alongside 

my students, in a community of practice (Wenger, 1998), has changed me as a 

lecturer and my sense of self. 

In this chapter I have confirmed that developing creative projects which encourage 

students to place their experiences and identities at the centre of their outcomes 

will encourage within them an expanded field of self-knowledge and self-confidence. 

I have evidenced through analysis of students’ responses to questionnaires 

that experiential learning through active participation in collaborative learning 

environments enable the process of acquiring knowledge to be articulated and 

known to the self. This evidence then supports my central argument in this thesis 

that this self-knowledge, as articulated through conscious experiential process, 

feeds into the development of a more mature sense of identity and creative self.  
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Thesis Conclusion
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The initial research question for this practice-based doctoral research project was to 

ask, “Is it possible to develop a more confident, self-conscious creative voice able to 

articulate one’s identity more clearly through the making of handmade artefacts?”; 

this thesis applies the methodologies of autoethnography, creative practice and 

pedagogy to consider an answer. My original contribution to knowledge through this 

enquiry is the identification of the ways in which the exploration of identity through 

autoethnographic, creative and pedagogic methods encourages an expanded field of 

self-knowledge, self-confidence and sense of creative self. 

This thesis has explored the important role played by visual methodologies 

and practice-based methods in exploring apposite representations of the 

autoethnographic insights posed here. This study has evidenced that our cultural 

experiences inform our identities and that the creative act of making with our hands 

encourages the articulation of this personal knowledge. This self-knowledge, as 

articulated through conscious experiential process, then feeds into the development 

of a more mature sense of self. 

I have critically analysed and examined the conceptual frameworks this study 

engaged with which include autoethnography, memory studies, human geography, 

visual methodologies and pedagogy. I have explored the development and functions 

of American upper middle class suburban culture through the frameworks of 

memory studies; human geography; the expectations of healthy bodies within 

it through Foucault’s theories of the medical gaze and biopower. I have critically 

analysed the corporeal expectations of this culture and its roots in the modernist 

sartorial style ‘The American Look’ and the role of dress as social communication 

and production of cultural meaning. Theories of memory and place making practices 

have been studied to understand how memory and place play an important role in 

defining our identities.
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I have investigated and critically discussed the material and embodied making of 

a series of artist’s books, A Walk of Twenty Steps, as both a representation and 

documentation of all of the autoethnographic performance discussed and explored 

throughout this thesis. I have argued that the various visual and embodied methods 

I employed to create the books: photography; walking/movement through space; 

collage; bookbinding; and personal linguistic narrative, all add meaning to the 

artefacts themselves.

This thesis has explored the development of collaborative teaching and learning 

practices through my introduction of a series of department-wide bookbinding 

workshops away from the formal studio environment over a four year period. 

Through analysing four years of anonymous surveys taken by students I have 

confirmed that the collaborative workshop setting impacted positively on 

participating students’ practice and sense of creative identities. I have evidenced 

that developing creative projects that encourage students to place their experiences 

and identities at the centre of the outcomes will encourage within them an 

expanded field of self-knowledge and self-confidence.

Nature and validity of knowledge

I return to the questions by Holman Jones (2005) I posed in the Introduction to 

this thesis. She suggests four questions need to be asked about the nature and 

validity of how knowledge of self is developed to protect autoethnographic and 

other reflexive projects from positivist scrutiny for objective evidence. Firstly, how 

is experience and meaning expressed covertly? Secondly, how might the body 

and senses be inseparable from mind and thought? Thirdly, how could the self be 

constructed and explained through storytelling? Finally, how might these stories 

help us to interpret our social and personal lives? I will answer to each question 

here and cross-reference the knowledge generated within my thesis elements that 

contribute to the response.
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How is experience and meaning expressed covertly? 

As I note in Chapter Two, I take a constructivist approach to representations 

of culture: culture is a signifying system that produces and circulates meaning. 

Through this thesis I propose that all experience is productive and expresses social 

meaning about the phenomenon and those involved in it. More importantly to this 

thesis is the understanding I suggest throughout: while all experiences produce 

meaning, and therefore are socially productive, its meaning is absorbed individually. 

A culture may well generate an official language to dominate the social meaning 

of an experience, but it is individuals who ‘have’ the experiences and therefore 

develop individual responses; it is here that we see experiential meaning expressed 

covertly. What this thesis has shown is that the methodology of autoethnography 

allows researchers the ability to engage with self-narrative that places the self 

within a social context (Reed-Danahay, 1997). 

How might the body and senses be inseparable from mind and thought?

In Chapters Two and Three I have discussed at length the contribution Foucault’s 

(1972,1977, 19579, 1980, 1982, 1989) historical survey of the pathologising of 

the body and its surveillance in the drive for modern methods of social production 

has made to an understanding of the contemporary mistrust of undisciplined 

bodies. This thesis has proposed that our bodies actively use our senses to develop 

knowledge through interpretation of experiences. As Stewart (1999) notes, touch is 

a ‘threshold activity’ which deepens our understanding of an object through active 

engagement with an object; until we touch we can speculate but not know. My 

experience learning and teaching bookbinding skills, and the making of the thesis 

artefacts, discussed at length in Chapters Four and Five, suggest that without 

moving our bodies in space and engaging with material around us with our senses 

we cannot develop experience and knowledge of the world nor the skills our bodies 

are capable of performing.
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How could the self be constructed and explained through storytelling?

This thesis is evidence that identity can be constructed and articulated through 

storytelling which is at the centre of this doctoral study. I define this as a 

performative autoethnographic project because, at its heart, is storytelling, giving 

testimony, going ‘in-between’, staging encounters and asking “how our personal 

accounts count” (Holman Jones, 2005, p. 764). I perform my autoethnographic 

account in this thesis in two ways. Firstly, through italicised passages of personal 

narrative that are interwoven into the body of the text, and secondly through the 

making of the artist’s books which contain representations of walks I undertook 

in the place I examine here. For all the reasons shared throughout this thesis this 

particular story was a very difficult one for me to acknowledge to myself, let alone 

share publicly. As I note in Chapter Four, without the freedom to tell my story my 

way, in my own voice, with my visual practice tacitly expressing what I could not 

articulate, this narrative would not have been told.

How might these stories help us to interpret our social and personal lives?

This thesis evidences that the study of one’s culture and its signifying practices 

develop knowledge of the self; they are necessarily intertwined.  As I note in an 

autoethnographic passage in Chapter Three,

With this autoethnographic study I begin to make sense of these tensions 

and conflicts tightly wrapped up in the memories of a significant place in 

my life. I feel no solace having done so, but I know and trust myself more 

now.

Finally, through the critical analysis of empirical and practice-based methods 

engaged in through this study, I argue that the artist’s book, as performative 

autoethnographic practice, evidences embodied knowledge of one’s identity and 

creativity by encasing the self within the book.  



162

Bibliography I



163

Adams, J. T. (1931). The epic of America. Boston, MA: Little & Brown.

Adamson, G. (2007). Thinking through craft. Oxford and London, United Kingdom: 

Berg and The Victoria & Albert Museum.

Adamson, G. (2013). The invention of craft. Oxford, United Kingdom: Berg.

Adamson, G. (Ed.). (2010). The craft reader. Oxford, United Kingdom: Berg.

Amabile, T. M. (1996). Creativity in context. Boulder, CO: Westview Press, Inc.

Anderson, J. (2004). Talking whilst walking: A geographical archaeology of 

knowledge. Area, 36(3), 254-261.

Arnold, R. (2008). Movement and modernity: New York sportswear, dance and 

exercise in the 1930s and 1940s. Fashion Theory: The Journal of Dress, 

Body and Culture, 12(3), 341-358.

Arnold, R. (2009). The American Look: Fashion, sportswear and the image of 

women in the 1930s and 1940s New York. London, United Kingdom and 

New York, NY: I.B. Tauris.

Banks, J., & de La Chapelle, D. (2011). Preppy: cultivating Ivy style. New York, NY: 

Rizzoli International Publications.

Barnard, M. (2002). Fashion as communication. Oxford and London: Routledge.

Barnwell, P. S., Palmer, M., & Airs, M. (2004). The vernacular workshop: From 

craft to industry, 1400-1900. York, United Kingdom: Council for British 

Archaeology.

Barrett, E. (2007a). Experiential learning as practice in research: context, method, 

knowledge. Journal of Visual Art Practice, 6(2), 115-124.



164

Barrett, E. (2007b). Foucault’s ‘What is an Author’: Towards a critical discourse of 

practice as research. In Barrett, E., & Bolt, B. (Eds..). Practice as research: 

Approaches to creative arts enquiry. London, United Kingdom and New 

York, NY: IB Tauris. 135-146.

Barrett, E., & Bolt, B. (Eds..) (2007). Practice as research: Approaches to creative 

arts enquiry. London, United Kingdom and New York, NY: IB Tauris.

Barrett, E., & Bolt, B. (Eds..) (2013). Carnal Knowledge: Towards a ‘new 

materialism’ through the arts. London, United Kingdom and New York, NY: 

IB Tauris.

Barthes, R. (1983). The fashion system (M. Ward and R. Howard Trans.). Berkeley 

and Los Angeles, CA: University of California Press.

Barthes, R. (1977). Image, music, text. London, United Kingdom: Fontana.

Barthes, R. (2000). Camera lucida: Reflections on photography. London, United 

Kingdom: Vintage.

Barthes, R. (2004). The language of fashion. London and New York: Bloomsbury 

Publishing Plc.

Barthes, R. (2009). Mythologies. London, United Kingdom: Vintage.

Beta Engineering (1993). Town of Wellesley, Massachusetts: Master design plan 

Washington Street and Central Street, Volume 1. Boston, MA and Lincoln, 

RI: Beta Engineering.

Bignell, J. (2002). Media semiotics: An introduction. Manchester, United Kingdom: 

Manchester University Press.



165

Bird, J. (1993). Dystopia on the Thames. In J. Bird, B. Curtis, T. Putnam, G. 

Robertson, & L. Tickner (Eds.), Mapping the futures: Local cultures, global 

change (pp. 120-135). London, United Kingdom: Routledge.

Bolt, B. (2004). Art beyond representation: The performative power of the image. 

London, United Kingdom: IB Tauris.

Bradford, G. (1929). Early days in Wellesley. Wellesley, MA: Wellesley National 

Bank. 

Breward, C. (2003). Fashion. New York, NY and Oxford, United Kingdom: Oxford 

University Press.

Breward, C., & Evans, C. (Eds.). (2005). Fashion and modernity. Oxford, United 

Kingdom and New York, NY: Berg.

Broomer, K. K. (1990). Wellesley residential properties survey 1882-1940: Final 

report. Wellesley, MA: Wellesley Historical Commission.

Brown, B. (2010a). The gifts of imperfection. Center City, MN: Hazelden.

Brown, B. (2010b, June). The power of vulnerability. [Video file]. Retrieved from 

https://www.tEd.com/talks/brene_brown_on_vulnerability?language=en 

Brown, B. (2012a). Daring greatly. London, United Kingdom: Penguin Books.

Brown, B. (2012b, March). Listening to shame. [Video file]. Retrieved from https://

www.tEd.com/talks/brene_brown_listening_to_shame?language=n

Brown, B. (2015). Rising strong. London, United Kingdom: Vermillion.



166

Buckley, B., & Conomos, J.(Eds.). (2009). Rethinking the contemporary art school: 

The artist, the PhD, and the academy. Halifax, Nova Scotia: The Press of 

the Nova Scotia College of Art and Design.

Campany, D. (2003). Safety in numbness: Some remarks on problems of “Late 

Photography”.  In D. Green (Ed.), Where is the Photography? (pp.123-

132). Brighton, United Kingdom: Photoforum and Photoworks.

Carter, P. (2004). Material thinking: the theory and practice of creative research. 

Carlton, Victoria: Melbourne University Publishing. 

Chaplin, E. (2011). The photo diary as an autoethnographic method. In E. Margolis 

& L. Pauwels (Eds.), The Sage Handbook of Visual Research Methods (pp. 

241-262). London, United Kingdom: SAGE.

Charney, D. (2011). The power of making. London, United Kingdom: The Victoria & 

Albert Museum.

Chase, M., & Shaw, A. (Eds.). (1989). The dimensions of nostalgia. In The Imagined 

Past: History and Nostalgia (pp. 1-15). Manchester, United Kingdom: 

Manchester University Press.

Clifford, J., and Marcus, G. (1986). Writing culture: The poetics and politics of 

ethnography. Berkeley, CA: University of California Press.

Crawford, M. (2010). The case of working with your hands: Or why the office is bad 

for us and fixing things feels good. London, United Kingdom: Penguin.

Crow, D. (2010). Visible signs: An introduction to semiotics in the visual arts. New 

York, NY: AVA.



167

Csikszentmihalyi, M. (1990a). Flow: The psychology of optimal experience. New 

York, NY and London, United Kingdom: Harper Perennial Press.

Csikszentmihalyi, M. (1990b). Flow with Soul (an interview with Dr Mihaly 

Csikszentmihalyi). What is Enlightenment, 21, Spring-Summer. Retrieved 

from http://www.wie.org/j21/j21.asp

Davis, F. (1979). Yearning for yesterday: A sociology of nostalgia. New York, NY: 

The Free Press.

de Certeau, M. (1984). The practice of everyday life. Berkeley: University of 

California Press.

Denzin, N. K. (1989). Interpretive biography. Newbury Park, CA: SAGE. 

Denzin, N. K. (2006). Analytic autoethnography, or déjà vu all over again. In S. A. 

Hunt, & N. Ruiz Junco (Eds.), Journal of Contemporary Ethnography, 35(4), 

419-428.

Dewey, J. (1958). Art as experience. London, United Kingdom: Putnam Sons. 

Dewey, J. (1997). Experience and education. New York City, NY: Touchstone.

Dorin, J. (2014, 7 August). Where and when in Wellesley: Where is the East 

Lodge?. The Wellesley Townsman, p. A3.

Drucker, J. (2004). The century of artists’ books. New York, NY: Granary Books.

Druesedow, J. L. (2010) Ready-to-Wear. In V. Steele (Ed.), The Berg Companion to 

Fashion (p.591-596). New York, NY and Oxford, United Kingdom: Berg.

Du Gay, P. (1997). Doing cultural studies: The story of the Sony Walkman. Milton 

Keynes, United Kingdom: Open University Press.



168

Edwards, E. (1999). Photographs as objects of memory. In M. Kwint, et al (Eds.), 

Material memories (pp. 221-236). Oxford, United Kingdom: Berg.

Eisner, E. (1985). The educational imagination: On the design and evaluation of 

school programs. (2nd ed). New York, NY: Macmillan Publishing.

Eisner, E. (2002). The arts and the creation of mind. New Haven, CT: Yale 

University Press.

Elkins, J. (Ed.). (2014). Artists with PhDs: On the new doctoral degree in studio art. 

(2nd ed.). Washington, DC: New Academia Publishing.

Ellis, C., & Bochner, A. P. (2000). Autoethnography, personal narrative, reflexivity: 

researcher as subject. In N. K. Denzin, & Y. S. Lincoln (Eds.), The Sage 

handbook of qualitative research (pp. 733-68). Thousand Oaks, CA: SAGE.

Fiske, J. E., & Fiske, E. W. (1917). History of the town of Wellesley, Massachusetts. 

Washington, DC: Library of Congress.

Faulkner, S. (2007). The artist as memory worker. In J. Aulich (Ed.), Restricted 

Areas (pp.39-42). Manchester, United Kingdom: Manchester Metropolitan 

University.

Fiske, J. (1990). Introduction to communication studies. (2nd ed.). London and 

New York: Routledge.

Foucault, M. (1972). The archaeology of knowledge. London, United Kingdom: 

Tavistock.

Foucault, M. (1977). Discipline and punish: The birth of the prison (A. M. Sheridan, 

Trans.). London, United Kingdom: Penguin Books.



169

Foucault, M. (1979). The will to knowledge: The history of sexuality I (R. Hurley, 

Trans.). London, United Kingdom: Penguin Books.

Foucault, M. (1980). Power/Knowledge (C. Gordon, Ed.). Brighton, United Kingdom: 

Harvester.

Foucault, M. (1982). The subject and power. Critical Enquiry, 8(4), 777-795.

Foucault, M. (1989). The birth of the clinic: An archaeology of medical perception 

(A. M. Sheridan, Trans.). Abingdon, United Kingdom: Routledge.

Foucault, M. (1991). What is an author?. In P. Rabinow (Ed.), The Foucault reader 

(pp. 101-20). London, United Kingdom: Penguin.

Frame, P. & Burnett, J. (2008). Introduction. In P. Frame, & J. Burnett (Eds.), Using 

auto/biography in teaching and learning (pp.7-10). Staff and Educational 

Development Association, Paper 120. London, United Kingdom: SEDA.

Gallagher, L. (2013). The end of the suburbs: Where the American dream is 

moving. New York, NY: Portfolio/Penguin.

Gauntlett, D. (2011). Making is connecting: the social meaning of creativity, from 

DIY to knitting to YouTube and Web 2.0. Cambridge, United Kingdom: 

Polity Press.

Gray, C., & Malins, J. (2004). Visualizing research: a guide to the research process 

in art and design. Aldershot, United Kingdom: Ashgate.

Grimshaw, A., & Ravetz, A. (2004). Visualising anthropology. Bristol, United 

Kingdom: Intellect.



170

Guba, E. G., & Lincoln, Y. S. (1994). Competing paradigms in qualitative research. 

In N. K. Denzin & Y. S. Lincoln (Eds.), The Sage Handbook of Qualitative 

Research (pp. 105-117). Thousand Oaks and London, United Kingdom: 

SAGE.

Halbwachs, M. (1992). On collective memory (L. A. Coser, [Ed.] & Trans.). Chicago, 

IL: University of Chicago Press.

Hall, S. (1997). Representation: Cultural representations and signifying practices. 

London, United Kingdom: SAGE.

Harper, D. (1987). Working knowledge: Skill and community in a small shop. 

Chicago, IL and London, United Kingdom: University of Chicago Press.

Harper, D. (1994). On the authority of the image: Visual methods at a crossroads. 

In N. K. Denzin, & Y. S. Lincoln (Eds.), The Sage handbook of qualitative 

research (pp. 403-412). London, United Kingdom: SAGE.

Harper, D. (2005). What’s new visually?. In N. K. Denzin, & Y. S. Lincoln (Eds.), The 

Sage handbook of qualitative research (pp. 747-762). (3rd ed.). London, 

United Kingdom: SAGE.

Harper, D. (2012). Visual sociology. Abingdon, United Kingdom and New York, NY: 

Routledge.

Harvey, D. (1990). The Condition of Postmodernity: An enquiry into the origins of 

cultural change. Cambridge, MA and Oxford, United Kingdom: Blackwell.

Harvey, D. (1993). From space to place and back again: Reflections on the 

condition of postmodernity. In J. Bird, B. Curtis, T. Putnam, G. Robertson, 

& L. Tickner (Eds.), Mapping the futures: local cultures, global change (pp. 

3-29). London, United Kingdom: Routledge.



171

Haynes, K. (2011). Tensions in (re)presenting the self in reflexive 

authoethnographical research. Qualitative Research in Organizations and 

Management, 6(2), 134-149.

Hebdige, D. (1991). Subculture: the meaning of style. London, United Kingdom and 

New York, NY: Routledge.

Hemus, R. (2009). Dada’s Women. New Haven and London, United Kingdom: Yale 

University Press.

Hillier, J., & Rooksby, E. (Eds.). (2005). Habitus: A sense of place. (2nd ed.). 

Farnham, United Kingdom and Burlington, VT: Ashgate.

Hinchliffe, E. M. (1981). Five pounds currency, three pounds of corn: Wellesley’s 

centennial story. Wellesley, MA: Town of Wellesley.

Holman Jones, S. (2005). Autoethnography: Making the personal political. In N. K. 

Denzin, & Y. S. Lincoln (Eds.), The Sage handbook of qualitative research  

(pp. 763-791). (3rd ed.). London, United Kingdom: SAGE. 

Huyssen, A. (2003). Present pasts: Urban palimpsests and the politics of memory. 

Stanford, CA: Stanford University Press.

Huyssen, A. (1993). Monument and memory in a postmodern age. The Yale Journal 

of Criticism, 6(2), 249-61.

Huyssen, A. (1995). Twilight memories: Marking time in a culture of amnesia. 

London, United Kingdom: Routledge.

Iliescu, S. (2008). Beyond cut-and-paste: The promise of collage in contemporary 

design. Places: Forum of Design for the Public Realm, 20(1), 60-69.



172

Ingold, T. (2000). The perception of the environment: Essays on livelihood, dwelling 

and skill. London, United Kingdom and New York, NY: Routledge.

Ingold, T. (2005). Up, Across and Along. Creativity and Practice Research Paper. 

Dundee, United Kingdom: University of Dundee.

Ingold, T. (2010). Ways of mind-walking: reading, writing, painting. Visual Studies, 

25(1), 15-23.

Jay, M. (1988). Scopic Regimes of Modernity. In H. Foster (Ed.), Vision and Visuality 

(pp.2-23). Seattle, WA: Bay Press.

Jovin, J. A. (2008). Wellesley. Charleston, SC: Arcadia Publishers.

Keating, M. (2008). Using auto/biography to develop the sociological imagination. 

In P. Frame, & J. Burnett (Eds.), Using auto/biography in teaching and 

learning (pp.71-78). Staff and Educational Development Association, Paper 

120. London, United Kingdom: SEDA.

Kirkland, S. (1975). McCardell. In S. Tomerlin Lee (Ed.). American fashion: The life 

and lines of Adrian, Mainbocher, McCardell, Norell and Trigere (pp. 211-

315). New York, NY: Andre Deutsch.

Kolb, D. A. (1984). Experiential learning as the source of learning and development. 

Englewood Cliffs, NJ: Prentice-Hall.

Kristeva, J. (1982). Powers of horror: An essay on abjection (L. S. Roudiez, Trans.). 

New York, NY: Columbia University Press.

Lambert, B. (1997, December 28). At 50, Levittown Contends With Its Legacy 

of Bias. The New York Times. Retrieved from http://www.nytimes.

com/1997/12/28/nyregion/at-50-levittown-contends-with-its-legacy-of-



173

bias.html?pagewanted=all

Lawrie, S. (2008). Graphic Design: can it be more? Report on research in progress. 

Art, Design & Communication in Higher Education, 6(3), 201-7.

Lefebvre, H. (1991). The production of space (D. Nicholson-Smith, Trans.). Oxford, 

United Kingdom: Blackwell.

Leys, R. (2000). Trauma: A geneology. Chicago, IL: Chicago University Press.

Lincoln, Y. S., and Guba, E. G. (2003). Paradigmatic Controversies, Contradictions, 

and Emerging Confluences. In N. K. Denzin, & Y. S. Lincoln (Eds.), The 

landscape of qualitative research: Theories and issues (pp. 253-291). (2nd 

ed.). London, United Kingdom: SAGE.

Linotype (2016). Stilla. Retrieved from https://www.myfonts.com/fonts/linotype/

stilla/

Maykut, P., & Morehouse, R. (1994). Beginning Qualitative Research: a Philosophic 

and Practical guide. London, United Kingdom: Falmer Press. 

McCardell, C. (1956). What Shall I Wear?. New York, NY: Simon and Schuster.

McDonough & Scully, Inc. (1996). Wellesley Square parking study: Wellesley, 

Massachusetts. Natick, MA: McDonough & Scully.

McIntosh, P. (2010). Action research and reflective practice: Creative and visual 

methods to facilitate reflection and learning. London, United Kingdom: 

Routledge.

Meggs, P., & Pervis, A. W. (2006). Meggs’ history of graphic design. New York, NY: 

John Wiley & Sons.



174

Mendes, V., & de la Haye, A. (1999). 20th century fashion. New York, NY and 

London, United Kingdom: Thames and Hudson.

Mendes, V., & de la Haye, A. (2010). Fashion since 1900. New York, NY and London, 

United Kingdom: Thames and Hudson.

Merleau-Ponty, M. (2002). Phenomenology of perception. New York, NY and 

London, United Kingdom: Routledge.

Merleau-Ponty, M. (2007). Phenomenology of perception (C. Smith, Trans.). 

London, United Kingdom: Routledge and Kegan Paul.

Meskimmon, M. (2003). Women making art: History, subjectivity, aesthetics. 

London, United Kingdom: Routledge.

Mills, S. (2003). Michel Foucault. Abingdon, United Kingdom: Routledge.

Mirzoeff, N. (1999). Introduction to Visual Culture. London, United Kingdom and 

New York, NY: Routledge.

Mirzoeff, N. (2002). Ghostwriting: working out visual culture. Journal of Visual 

Culture, 1(1), 239-254.

Mirzoeff, N. (2006). On visuality. Journal of Visual Culture, 5(1), 53-79.

Mitchell, W. J. T. (2005). What do pictures want?: The lives and loves of images. 

Chicago,IL: The University of Chicago Press. 

Moran, J. (2005). Reading the everyday. Abingdon, United Kingdom : Routledge.

Motard, A. (2011). When skills became a problem: theories of craft since the dawn 

of industry. In Making is Thinking (pp.42-47). Rotterdam, NL: Witte de 

With Centre for Contemporary Art.



175

National Union of Students (2012). Student experience research 2012, part 1: 

Teaching and learning. London, United Kingdom: NUS.

Neumann, M. (1996). Collecting ourselves at the end of the century. In C. Ellis, & A. 

Bochner (Eds.), Composing ethnography: Alternative forms of qualitative 

writing (pp. 172-198). London, United Kingdom: SAGE. 

Noble, I., & Bestley, R. (2010). Visual research: an introduction to research 

methodologies in Graphic Design. New York, NY: AVA Publishing.

Nora, P. (1989). Between memory and history: Les lieux de memoire. 

Representations, 26(Spring), 7-24.

O’Hagan, S. (2010, October 13). ‘The mystery is enough’: Susan Lipper on the 

Grapevine Series. The Guardian. Retrieved from http://www.theguardian.

com/artanddesign/2010/oct/13/susan-lipper-grapevine-series-

south?CMP=Share_iOSApp_Other

O’Hara Callan, G. (1998). Thames & Hudson dictionary of fashion and fashion 

designers. London, United Kingdom and New York, NY: Thames & Hudson.

Parsons, D. L. (2000). Streetwalking the metropolis: Women, the city and 

modernity. Oxford, United Kingdom: Oxford University Press.

Percy, C. (2004). Critical Absence versus Critical Engagement: Problematics 

of the crit in design learning and teaching. Journal of Art, Design & 

Communication in Higher Education, 2(3), 143–154.

Pevsner, N. (2005). Pioneers of modern design from William Morris to Walter 

Gropius. London, United Kingdom: Yale University Press.

Phillips, Jr., L. E. (1979). Wellesley master street tree plan. Wellesley, MA: 



176

Department of Public Works, Park and Tree Division.

Pink, S. (2001). Doing visual ethnography. London, United Kingdom: SAGE.

Pink, S. (2011). A multisensory approach to visual methods. In E. Margolis, & L. 

Pauwels (Eds.), The Sage handbook of visual research methods (pp. 601-

614). London, United Kingdom: SAGE.

Pink, S. (2013). Doing visual ethnography. (3rd ed.). London, United Kingdom: 

SAGE.

Pink, S. (Ed.). (2012). Advances in visual methodology. London, United Kingdom: 

SAGE.

Polanyi, M. (1958). Personal knowledge: Towards a post-critical philosophy. 

London, United Kingdom: Routledge and Kegan Paul. 

Polanyi, M. (1967). The tacit dimension. Chicago, IL: The University of Chicago. 

Polanyi, M. (1969). Knowing and being: Essays by Michael Polanyi. M. Grene (Ed.). 

London, United Kingdom: Routledge and Kegan Paul.

Prosser, J. (2011). Visual methodology: Toward a more seeing research. In N. K. 

Denzin, & Y. S. Lincoln (Eds.), The Sage handbook of qualitative research 

(pp. 479-495). (4th ed.). London, United Kingdom: SAGE. 

Pye, D. (1994). The nature and art of workmanship. London, United Kingdom: 

Studio Vista.

QAA (2012). United Kingdom Quality Code for Higher Education: Chapter B5: 

Student Engagement. Gloucester, United Kingdom: QAA.

Ravetz, A. (2000). Vision, knowledge and the invention of place in an English 



177

town. Unpublished PhD Thesis. Manchester, United Kingdom: Manchester 

University.

Reed-Danahay, D. E. (2005). Locating Bourdieu. Bloomington, IN: University of 

Indiana Press.

Reed-Danahay, D. E. (Ed.). (1997). Auto/ethnography: Rewriting the self and the 

social. New York, NY: Berg.

Reid, A., & Solomonides, I. (2007). Design students’ experience of engagement and 

creativity. Art, Design & Communication in Higher Education, 6(1), 27-39.

Rennolds Millbank, C. (1989). New York fashion: The evolution of American style. 

New York, NY: Harry N. Abrams, Inc. Publishers.

Ricoeur, P. (2006). Memory, history, forgetting (K. Blamey, & D. Pellauer, Trans.). 

Chicago, IL: Chicago University Press.

Rogoff, I. (2000) Terra Infirma: Geography’s visual culture. London and New York, 

NY: Routledge.

Rose, G. (2007). Visual methodologies: An introduction to the interpretation of 

visual materials. London, United Kingdom: SAGE.

Sagan, O. (2011). Playgrounds, studios and hiding places: Emotional exchange 

in creative learning spaces. In D. Bhagat, & P. O’Neill (Eds.), Inclusive 

practices, inclusive pedagogies: Learning from widening participation 

research in art and design Higher Education (pp.141-155). United 

Kingdom: CHEAD.

Salk, S. (2007). Celebrating WASP style: A privileged life. New York, NY: Assouline 

Publishers.



178

Sawicki, J. (1991). Disciplining Foucault: Feminism, power and the body. New York, 

NY: Routledge.

Schaeffer, K. H., & Sclar, E. (1980). Access for all: Transportation and urban 

growth. New York, NY: Columbia University Press.

Schon, D. A. (1995). The Reflective practitioner: How professionals think in action. 

Aldershot, United Kingdom: Arena. 

Sebald, W. G. (1993). The Emigrants (M. Hulse, Trans.). London, United Kingdom: 

Vintage.

Sennett, R. (2009). The craftsman. London, United Kingdom: Penguin.

Senturer, A., & Istek, C. (2000). Discourse as representation of design thinking and 

beyond: Considering the tripod of architecture - media, education, and 

practice. Journal of Art and Design Education, 19(1), 72-85.

Solnit, R. (2001). Wanderlust: A history of walking. London, United Kingdom: 

Verso.

Sontag, S. (1977). On photography. London and New York: Penguin Books.

Souminen, A. (2006). Writing with photographs writing self: Using artistic methods 

in the investigation of identity. International Journal of Education Through 

Art, 2(2), 139-156.

Spry, T. (2011). Performative autoethnography: Critical embodiments and 

possibilities. In N. K. Denzin, & Y. S. Lincoln (Eds.), The Sage handbook of 

qualitative research (pp. 497-511). (4th ed.). London, United Kingdom: 

SAGE.



179

Steele, V. (1991). Women of fashion: Twentieth century designers. New York, NY: 

Rizzoli International Publications.

Steele, V. (Ed.). (2010). The Berg Companion to Fashion. New York, NY and Oxford, 

United Kingdom: Berg.

Stewart, K. (1988). Nostalgia: A Polemic. Cultural Anthropology, 3(3), 227-41.

Stewart, K. (1996). A space on the side of the road: Cultural poetics in an “other” 

America. Princeton, NJ: Princeton University Press.

Stewart, S. (1993). On longing: Narratives of the miniature, the gigantic the 

souvenir, the collection. Durham, NC and London, United Kingdom: Duke 

University Press.

Stewart, S. (1999). Prologue: From the Museum of Touch. In M. Kwint, et al (Eds.). 

Material Memories (pp. 17-36). Oxford, United Kingdom: Berg.

Stimson, B. (2004). The photographic comportment of Bernd and Hilla Becher. Tate 

Papers, 1. Retrieved from http://www.tate.org.United Kingdom/research/

tateresearch/tatepapers/04spring/stimson_paper.htm

Sturken, M. (1997). Tangled memories: The Vietnam War, The Aids epidemic, and 

the politics of remembering. Berkeley, CA: University of California Press.

Sturken, M., & Cartwright, L. (2001). Practices of looking: Introduction to visual 

culture. Oxford, United Kingdom: Oxford University Press.

Sullivan, G. (2009). Art practice as research: Inquiry in the visual arts. (2nd ed.). 

London, United Kingdom: SAGE.

Tangney, J. P., and Dearing, R. L. (2002). Shame and guilt. New York, NY: Guilford 

Publications, Inc.



180

Taylor, B. (2004). Collage: The making of modern art. New York, NY and London, 

United Kingdom: Thames & Hudson.

Tempany, A. (2016, May 1). Justice, finally: a Hillsborough survivor’s story. The 

Observer. Retrieved from https://www.theguardian.com/football/2016/

may/01/hillsborough-inquest-survivor-adrian-tempany

The Townsman (1924). Advertisement for the opening of Filene’s of Boston in 

Wellesley, Massachusetts. 3 October, p.2.

Thomas, C. J. (1972). Shopper attitudes in Wellesley Square. Wellesley, MA: Town 

Planning Board.

Till, K. E. (2003). Places of memory. In J. Agnew, et al (Eds.). A Companion to 

Political Geography. Malden, MA and Oxford, United Kingdom: Blackwell 

Publishers.

Till, K. E. (2005). The new Berlin: Memory, politics, place. Minneapolis, MN: 

University of Minnesota Press.

Tomerlin Lee, S. (Ed.) (1975). American fashion: The life and lines of Adrian, 

Mainbocher, McCardell, Norell and Trigere. New York, NY: Andre Deutsch.

Town of Wellesley (1926). 45th Annual Report of the Town Officers of Wellesley, 

Massachusetts and the Town Records: For the year ending 31 December 

1925. Wellesley, MA: Town of Wellesley.

Town of Wellesley (1936). 55th Annual Report of the Town Officers of Wellesley, 

Massachusetts and the Town Records: For the year ending 31 December 

1935. Wellesley, MA: Town of Wellesley.



181

Tuite, R. C. (2013). Fashioning the 1950s “Vassar Girl”: Vassar student identity and 

campus dress, 1947-60. Fashion Theory: The Journal of Dress, Body & 

Culture, 17(3), 299-320.

Tuite, R. C. (2014). Seven Sisters style: The all-American preppy look. New York, 

NY: Rizzoli.

Verani, J. R. (1972). Wellesley Square Study. Wellesley, MA: Town Planning Board.

Vogue (1994). Swing Shift. May 1, 310-15.

Wagner, P. (1994). A sociology of modernity: Liberty and discipline. London, United 

Kingdom and New York, NY: Routledge.

Ward, S. (2010). Chemise Dress. In V. Steele (Ed.), The Berg Companion to Fashion 

(pp. 144-145). New York, NY and Oxford, United Kingdom: Berg. 

Webber-Hanchett, T. (2003). Dorothy Shaver: Promoter of “The American Look”. 

Dress, 30, pp.80-90.

Wellesley Historical Society (1999). The Wellesley Postcard Album. Wellesley, MA: 

Wellesley Historical Society.

Wellesley Planning Board (1965). Comprehensive Plan. Wellesley, MA: Wellesley 

Planning Board.

Wellesley Planning Board (1979). Draft Comprehensive Plan Update. Wellesley, MA: 

Wellesley Planning Board.

Wellesley Planning Board (1981). Comprehensive Plan. Wellesley, MA: Wellesley 

Planning Board.



182

Wellesley Planning Board (1994). 1994 Comprehensive Plan. Wellesley, MA: 

Wellesley Planning Board.

Wellesley Planning Board (2005). Draft Comprehensive Plan: 2005-2015 Update. 

Wellesley, MA: Wellesley Planning Board.

Wellesley Single Building Historic District Study Committee (2014). Sylvia Plath 

House and Fiske House Single Building Historic Districts Study (Final 

Report). Wellesley, MA: Wellesley Planning Board.

Wellesley Town Officers (1925). 45th Annual Report of the Town of Wellesley. 

Natick MA: Suburban Press.

Wenger, E. (1998). Communities of Practice: Learning, meaning and identity. 

Cambridge, United Kingdom: Cambridge University Press.

Wheeler, W. (1994). Nostalgia isn’t Nasty: The postmodernising of parliamentary 

democracy. In M. Perryman (Ed.). Altered States: Postmodernism, Politics, 

Culture (pp. 94-109). London, United Kingdom: Lawrence & Wishart.

Wilk, C. (2006). Modernism 1914-1939: Designing a new world. London, United 

Kingdom: Victoria & Albert Museum.

Williams, R. (1981). Culture. London, United Kingdom: Fontana.

Wills, M. (2015). James Truslow Adams: Dreaming up the American Dream. 

Retrieved from http://daily.jstor.org/james-truslow-adams-dreaming-

american-dream/

Wood, N. (1999). Vectors of memory: Legacies of trauma in postwar Europe. 

Oxford, United Kingdom: Berg.



183

Woodham, J. (1997). Twentieth-Century design. Oxford, United Kingdom: Oxford 

University Press.

Yohannan, K., & Nolf, N. (1999). Claire McCardell: Redefining modernism. New 

York, NY: Harry N. Abrams, Inc.

Yohannan, K. (2010). Clare McCardell. In V. Steele (Ed.), The Berg Companion to 

Fashion (pp. 503-505). New York, NY and Oxford, United Kingdom: Berg. 



184

Bibliography II



185

These artist’s books, published articles and conference papers were 
produced while I was engaged in researching, writing and producing this 
thesis. All outputs are listed chronologically based on when produced.

Kealy-Morris, E. (2012a). Leaving (a work in progress). Artist’s book with text by 

W. G. Sebald (1993). The Emigrants (M. Hulse, Trans.). London, United 

Kingdom: Vintage.

Kealy-Morris, E. (2012b). The Artist Book: Making as Visual Method. Conference 

Paper. International Journal of Art and Design Education Annual 

Conference. Liverpool, United Kingdom: Liverpool John Moores University.

Kealy-Morris, E. (2013). The Artist Book: Making as visual method. Journal of 

Writing in Creative Practice, 6(2), 247-275.

Kealy-Morris, E. (2014a). Constructing Identity Through Creativity: The artist 

book as auto ethnographic performance. Conference paper. Postgraduate 

symposium, Faculty of Education & Children’s Services. Chester, United 

Kingdom: University of Chester.

Kealy-Morris, E. (2014b). Engagement as motivation: Creative approaches to 

developing real partnerships with students. Conference paper. Staff 

Conference. Chester, United Kingdom: University of Chester.

Kealy-Morris, E. (2014c). Assessment as Teaching: Reflecting on ability-based 

learning at Alverno College, Wisconsin. Conference paper. Staff Conference. 

Chester, United Kingdom: University of Chester.

Kealy-Morris, E. (2014d). The Bookbinding Workshop: Making as collaborative 

pedagogical practice. Conference paper. International Journal of Art and 

Design Education Annual Conference. Liverpool, United Kingdom: Tate 

Liverpool.



186

Kealy-Morris, E. (2015a). The Bookbinding Workshop: Making as collaborative 

pedagogic practice. Conference paper. Group for Learning in Art & Design 

Annual Conference. Sheffield, United Kingdom: Sheffield-Hallum University.

Kealy-Morris, E. (2015b). A Walk of 20 Steps: Representing memory of place. 

Conference Paper. The Chester Centre for Research in Art & Design Annual 

Symposium. Chester, United Kingdom: University of Chester.

Kealy-Morris, E. (2015c). The Bookbinding workshop: Making as collaborative 

pedagogic practice. The Journal of Art, Design and Communication in 

Higher Education, 14(2), 119-29. 

Kealy-Morris, E. (2015d). The Persistence of Memory. Conference Paper. The 

International Journal of Art and Design Education Annual Conference. 

Glasgow, United Kingdom: Glasgow School of Art. 

Kealy-Morris, E. (2016a). A Walk of Twenty Steps: The return of the girl with the 

crooked spine from an upstanding town. Conference Paper. College Book 

Arts Association National Conference. Nashville, TN: Vanderbilt University.

Kealy-Morris, E. and Clarke, S. (2016b). a strange field. Handbound artist book. 

Impressions Art Book Exhibition, Galway International Arts Festival. 11-24 

July. 

Kealy-Morris, E. and Dilworth, A. (2016c). Sailm. Handbound artist book. 

Förderkreis Contemporary Art Gallery, Euskirchen, Germany. 8 July – 21 

August.



187

Appendices
Published journal articles

2013: The Artist Book: Making as Visual Method 188

2015: The Bookbinding Workshop: Making as collaborative 
pedagogic practice

218

Exhibited artists’ books

a strange field 231

Featured: Bookarts Newsletter 236

Featured: CBAA Journal 238

Featured: University of Chester publication Forum 240

Sailm 242

Featured: Local German Paper 247



188

Kealy-Morris, E. (2013). The Artist Book: Making as Visual Method. In Writing in 

Creative Practice Journal. 6(2). 247-75.



189

247

Journal of Writing in Creative Practice

Volume 6 Number 2

© 2013 Intellect Ltd Article. English language. doi: 10.1386/jwcp.6.2.247_1

JWCP 6 (2) pp. 247–275  Intellect Limited 2013

Keywords

artist book
visual methodologies
embodied practice
memory
photography
collage

ElizabEth KEaly-Morris
University of Chester

the artist book: Making as visual 
method

abstract

This article considers how the act of making through embodied activity can enhance levels of knowledge of 
complex theoretical frameworks. W. G. Sebald’s use of narrative and image in The Emigrants (1993) to 
conjure up ghosts that reside in our memory of significant places influenced the development of a hand 
stitched artist book of collaged photographs taken on a final farewell walk. This article examines the journey 
undertaken to develop the book from the walk over two years ago to the recent binding of the spine and 
consider the tacit understanding of the theoretical concepts which developed into explicit knowledge through 
the making of the book.

background

I moved to Manchester, UK, from the United States in December of 1996 for personal reasons in 
my late 1920s, arriving with all the naïve baggage emigrants carry with them to weather the cultural 
divide. I left a nomadic political life that included years of working in industrial garment shops and 
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then finally in a small radical printers where I led the pre-press department. It was there that I 
became interested in the influence of visual language and the joy of working with paper – the 
power of its engineering potential. Within three years of arriving in Manchester I enrolled on a 
degree course in Graphic Design at Manchester Metropolitan University, gaining a place without a 
Foundation Year due to my industrial experience. Since graduation I have been building a lecturing 
career in the North West of England alongside my design practice that now centres on interest in 
the embodied nature of handmade craft and the pedagogical links between ‘making’ and ‘knowing’.

My industrial experience with paper and making objects with my hands (folding, stitching, cutting, 
gluing) has brought me to investigate at doctoral level how the act of making through embodied 
activity can enhance levels of knowledge of complex theoretical frameworks. These multi-disciplinary 
frameworks include memory theory with influences from psychoanalysis, cultural studies and human 
geography; theories of material and visual culture; and theories of embodiment and pedagogy.

This paper examines the journey undertaken to develop a hand-stitched artist book of collaged 
photographs taken on a final farewell walk through Manchester and considers the tacit under-
standing of the theoretical concepts which developed into explicit knowledge through the making 
of the book. Through examining the book as a material artefact this article considers how the 
various visual and embodied methods employed to create the book – photography, walking/
movement through space, collage, bookbinding, linguistic narrative appropriation – might add 
meaning to the artefact itself.

Memory studies

My practice-based project at M.A. level, ‘Mapping Memory’ (Figures 1–3), was an ethnographic oral 
history-based study of a central-Manchester working class community destroyed in the post-World 
War II municipal practice of ‘slum clearance’. With that project I was interested in visualizing the 
memories former residents had of their neighbourhoods; I chose to utilize the medium of the 
‘memory map’ to tell their stories (more details can be found at http://www.mappingmemory.info). 
With that project I engaged fully in notions and theories of cultural memory and broader notions of 
memory of place – how communities and cultures find and utilize places to create and maintain 
identities. With my current doctoral study I focus more on personal memory of significant places 
and whether making hand-made artefacts narrows the gap between Freud’s two-tier ‘systems of 
memory’ and the tacit/explicit knowledge divide.

The ‘place’ of concern to me is Manchester, where I lived for thirteen years and which I made 
my adoptive home through choice. An uncomfortable place – wet, cold, unfriendly, layers of 
unknowable history, culture, common experience – I made ‘my own Manchester’ through graft, 
determination, and great respect for its industrial, political and popular culture narratives. Living by 
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Figure 1: Elizabeth Kealy-Morris, Mapping Memory [Bernie], A1 offset-Litho printed map, 2008.
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Figure 2: Elizabeth Kealy-Morris, Mapping Memory [Series], A1 offset-Litho printed maps, 2008.

Photo: Rob Meighen
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Figure 3: Elizabeth Kealy-Morris, Mapping Memory [Series], 2008, as shown at solo-exhibition at the 
People’s History Museum, Manchester, July 2010.
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the Oxford Road Corridor in an Ardwick council estate I experienced the many layers of Mancunian 
life. I was always very interested in the fact I had to make Manchester home in a way that I never 
had to in the States. This is what spurred me on to understand the layers of history and meaning in 
the places of Manchester, as an emigrant I was more interested in the place than those who lived 
there all their lives, more interested than I ever was of where I and my kin had come from in the 
States; I had to decode the signifiers to understand what was signified. I recognized the layers of 
meaning being produced around and was interested in the palimpsest of the city itself.

the urban palimpsest: the historic narrative of place

Seeing Manhattan from the 110th floor of the World Trade Center … The gigantic mass 
is immobilized before the eyes … The spectator can read in it a universe that is constantly 
exploding.

(de Certeau 1984: 91)

The notion of the palimpsest is literary in nature; the idea that we are able to read the layers of past 
incarnations contained in the strata of the city.

The trope of the urban palimpsest suggests the trace of the past is in the present and the 
fundamental temporality of all urban spatial endeavours. M. Crinson (2005) notes that the ‘city as 
palimpsest’ is testament to the reality of constant change within the city, that there is ‘no static 
moment that enables inventorized description … urban time is not like a line, as architectural 
historians often would have it, a continuous sequence of monuments and events’ (Crinson 2005: 
67–68). Instead, in urban time, past and present, some elements of the palimpsest can get jumped 
over, forgotten. The solid material state of the building, the modernist example of the stability of 
capital, stands upon the shifting strata of previous demolition and blight revealing the uneven 
development of a city’s historical narrative.

I propose that the palimpsest is the repository for the cultural memory of place and it is the 
metaphorical and material narrative of place. Crinson (2005: 66–67) suggests that the palimpsest’s 
role is that it allows for additions to the ‘originating moment’ of a place, is respectful of the past, 
and contains dislocations within it.

Memory of place, urban space and narrative

W. G. Sebald’s chapter ‘Max Ferber’ in his 1993 novel The Emigrants (1993) is of central importance 
to the narrative of my artist book Leaving (A Work in Progress). There is an uncanny familiarity to 
the narrative for me for a few reasons. First, the narrator of the text and the character of the 
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chapter’s title emigrate to Manchester as I did. Second, the narrator wanders the streets of a bleak 
post-industrial Manchester during the time of the clearances that I investigated at Masters level 
and puts in prose the memories shared by my project’s participants. Third, the narrator returns to 
Manchester during the next wave of demolitions of council estates built on the rubble of the 
clearances (which subsequently fail due to poor planning, architecture and materials); it is at this 
time that I arrived in Manchester. Fourth, I deeply empathize with Ferber’s profound attachment to 
Manchester as an uncanny home from home,

Inexperienced as I was, I imagined I could begin a new life in Manchester, from scratch; but 
instead, Manchester reminded me of everything I was trying to forget.

(Sebald 1993: 191)

My parents were born in Lowell, Massachusetts, a post-industrial city 50 miles north of Boston 
designed and built by Francis Cabot Lowell, a textile merchant, who visited, admired and studied 
Manchester and was inspired to build a town dedicated to textile production in its likeness. My 
Quebecois maternal grandfather was born in the mill town of Manchester, New Hampshire. My 
first industrial textile job was in a Lowell mill on the shop-floor preparing cloth for cutting. The 
industrial landscape of Manchester was thrilling, it made sense to me, I understood it and knew it 
on an unconscious, tacit level.

G. Gilloch and J. Kilby note that, ‘In The Emigrants, and particularly in the figure of Ferber, 
Sebald presents and articulates the intricate and ephemeral constellations formed by memory, 
urban space, exile and individual and collective loss …’ (2005: 5). The narrator stumbles upon 
Ferber’s artist studio along the Manchester Ship Canal during long walks attempting to avoid the 
tedium of a late 1960s Sunday in Manchester. Regular contact is made between the two characters. 
The narrator is fascinated by the daily creation and destruction of paintings by Ferber, layers of 
paint are added to canvases to only be scraped off and started again the next day. While all around 
him the narrator sees the palimpsest of Manchester being at once destroyed and rebuilt through 
the clearances and subsequent building of council estates, he also witnesses Ferber’s private battle 
against permanence and stability. Like so many of Sebald’s characters, Ferber’s life trajectory was 
formed and disrupted by the Holocaust; his attachment to Manchester and desire to make a new, 
anonymous life emerges from that trauma.

G. Gilloch and J. Kilby (2005: 5) suggest that real German Jewish émigré writers such as Walter 
Benjamin and Siegfried Kracauer have also been concerned with the ‘city-based existence’.

E. Leslie (1999: 113) notes that Benjamin concluded that the native and the tourist experience a 
city differently. The tourist seeks the artificial, strange, scenic. The native seeks the corners and 
crevices where long-lost memories have been left to accumulate. I approached my own, individual 
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narrative of Manchester as a native, twelve and a half years of consciously marking the streets as 
my own leaving footprints in the puddles and on the paving stones.

Leaving (A Work in Progress)
With this artist book (Figuress 4 and 5) I attempt to explore ways of representing the memory of 
place and portray the melancholy and sense of loss felt by those leaving a place adopted through 
emigration and developed into ‘home’. The photographs layered through collage technique were 
taken during a farewell walk in Manchester City Centre on the eve of my relocation to Chester. 
These collages utilize metaphors of memory’s instability and unreliability, the material palimpsest 
of the city and the ghosts of past flaneurs and flaneuses to represent the walking of the city as the 
writing of personal history. W. G. Sebald’s (1993) words from The Emigrants are carefully chosen to 
represent the physical and emotional attachment the emigrant can have to their adopted 
‘home’land and the deep sense of loss I have felt leaving the place I had made home by choice.

the photographs

As I have noted, the photographs in the book were taken a few days before moving from 
Manchester to settle in Chester where I had a new post at the university. I walked the rain and 
windswept pavements and streets early on a weekend morning; the city was quiet, the only 
inhabitants about were those who had to be (Figures 6–9). I had, quite literally, the place to myself. 
I walked and wandered and took photos of places of little consequence to anyone but me. I wanted 
to somehow capture the layers of the life I had made for myself over the years and I realize now I 
barely scraped the surface.

The photos I took on that rainy weekend morning were of both the oldest and the most recent 
wanderings I had undertaken in Manchester: the door on Store Street now boarded up that, on my 
arrival in Manchester, had been a shortcut to the narrow, crowded and uncomfortable main 
platform at Piccadilly rail station and the long path along London Road I had walked three times a 
week at an unsociable hour to board the hour-long ‘fast train’ to Chester while still commuting to 
my new post.

E. Edwards notes that ‘The photograph infuses almost all levels of memory, even those of 
which it is not directly part … its tentacles spread out, blurring and constructing memory in its 
own insistent image’ (1999: 221). She argues that it is in its materiality that the photograph 
contains its ability to be a conduit for memory; as Barthes suggests that ‘the image and its referent 
are laminated together’ (Barthes, quoted by Edwards 1999: 222) so she argues that ‘the photograph 
and its materiality, the image and object, are brought into a single coherent form’ (1999: 222). The 
material form of the photograph and its contained representation of a moment past are in dialogue 
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Figure 4: Elizabeth Kealy-Morris, Leaving (a work in progress), hand bound artist book, 2012, 
detailing front & back covers and spine.
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Figure 5: Elizabeth Kealy-Morris, Leaving (a work in progress), 2012, detailing front & back covers and spine.
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Figure 6: Elizabeth Kealy-Morris, Contact Sheet 1 of Farwell Walk Photo Shoot, digital colour photographs, 
2010.
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Figure 7: Elizabeth Kealy-Morris, Contact Sheet 2 of Farwell Walk Photo Shoot, 2010.
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Figure 8: Elizabeth Kealy-Morris, Contact Sheet 3 of Farwell Walk Photo Shoot, 2010.
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Figure 9 Elizabeth Kealy-Morris, Contact Sheet 4 of Farwell Walk Photo Shoot, 2010.
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with each other to create meaning and memory of that event. Edwards notes that the photograph 
is one of the few media developed specifically to aid remembering and for this reason they ‘express 
a desire for memory and the act of keeping a photograph is, like other souvenirs, an act of faith in 
the future’ (1999: 222). Edwards suggests that there is a connection between the body and, what 
she terms, ‘the photo-object’, which demands physical engagement through touching and 
handling them (1999: 227). But she notes that the photo-object also ‘retemporalizes and respatial-
izes the photograph’ (1999: 230) and quotes Barthes’ famous phrase from Image, Music, Text: the 
‘there-then becomes the here-now’ (1999: 230). The photo-object retemporalizes the photograph 
through the possible narratives it contains for the viewer and respatializes through offering 
imagined places and spatial points of reference. The traces of narrative and imagined places within 
the photograph, according to Edwards, open ‘the object further to the imaginative projection of 
making histories’ (1999: 230).

The photos take that weekend’s attempt to ‘capture’ my known and experienced Manchester 
but more importantly my own story of making Manchester my home. I had no idea at the time 
how I would use them; indeed I would not looked at them again until two years later – the 
mourning was still too acute and my desire to settle in Chester meant I did not indulge myself in 
reminiscence.

It was the embarking on my practice-based Ph.D., attending a collage course at Central 
St Martins in August 2012 and seizing another opportunity to further my bookbinding skills at a 
weekend workshop in September of that year that encouraged/forced me to consider the photo-
graphs as viable material for visual work. I suggest that it is in the reworking of the photographs 
utilizing collage technique that the photographs as souvenirs become collages of memories of 
place – democratized, liberating the sign from its referent, signification open to individual interpre-
tation, each unstable and unreliable as different views of the same city crash and clash in one 
imagined frame.

the collages

With the collages (Figures 10–13) I wanted to make the viewer look twice at the constructed view 
of Manchester to trigger an uncanny and uncomfortable sense of place, just as John Stezaker’s 
Marriage Series (2007) and Mask Series (2006) (as well as Joachim Schmid’s Photogenic Drafts (1991) 
evoke in their re-working of portraits. Edwards (1999) notes that photographs in every day life 
stand for two things, firstly the focus of the memory but also for the moment in which the photo-
graph was taken. She notes that Barthes argued that ‘to reject a photograph and thus the memory-
value it holds out demands its physical removal: destruction engages with materiality’ (Edwards 
1999: 226).
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Figure 10: Elizabeth Kealy-Morris, Leaving (a work in progress), collage on p.5, laser and inkjet prints and photocopies on 80gsm 
paper, 2012.
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Figure 11: Elizabeth Kealy-Morris, Leaving (a work in progress), collage on p.13, laser and inkjet 
prints and photocopies on 80gsm paper, 2012.
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Figure 12: Elizabeth Kealy-Morris, Leaving (a work in progress), collage on p.17, laser and inkjet prints and photocopies on 80gsm 
paper, 2012.
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Figure 13: Elizabeth Kealy-Morris, Leaving (a work in progress), collage on p.25, laser and inkjet prints and photocopies on 80gsm 
paper, 2012.
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I suggest that the material act of appropriation and recreation with collage technique neutral-
izes the possible indexical lesions and permanent wounds felt when a photograph, and therefore, 
by association its referent, is destroyed.

S. Iliescu (2008) notes that collage has much to offer as a design method due to its use of 
ordinary objects, unfinished or barely recognizable materials and their unfinished aesthetic 
represent a defiance of inflexible boundaries between art and the everyday. She notes that,

Narratives of salvage are thus but one manifestation of collage’s more general capacity to 
connect what is disconnected. In so doing, collages may evoke the conflicts and tensions, as 
well as the potential for reconciliation, that we associate with real life.

(2008: 68)

R. Hemus’ (2009) revelatory study of five key women artists central to the Dada movement 
suggests that one theme that ties the artists’ work together is the search for new ways of represent-
ing and using the body creatively. Her study includes the multi-disciplinary work of the perform-
ance artists Emmy Hennings and Sophie Taebuer in Zurich, the artists Hannah Hoch in Berlin and 
Suzanne Duchamp and the poet Celine Arnauld in Paris. Hemus notes that the work of each of the 
artists at some stage in their careers ‘questions the body as subject, as object, as artist, as the site of 
expression, representation or resistance and around which questions of agency, passivity, identity, 
threats, gender, sexuality, politics and technology revolve’ (2009: 197).

Hemus proposes that with the fine art practices within Dada, the process of collage and 
assemblage brought everyday materials to the frame. She notes that the artist as body is a key point 
of debate in avant-garde art, questioning how the artist’s hand effects creation (2009: 200–01).

I suggest that the collages within Leaving (A Work In Progress) contain traces of embodied 
creativity that my hand has effected through the materials and processes I utilized to construct 
them. The viewer has access to knowledge about the process of their construction through 
following marks from the scalpel blade and folds of paper. The act of layering and cutting and 
gluing attempts to tell others’ stories as well … the ghostly wanderers have no face, no definite 
permanent shape. Inner space and outer space are represented within the same frame.

the book

Materially, Leaving (A Work In Progress) is a cloth-covered, single-sheet hand stitched book, A5 in 
size, containing paper-based collages developed from digital photographs, fourteen pages of 
120gsm cartridge paper (Figures 14–18). The quotes from W. G. Sebald’s 1993 novel The Emigrants 
were typed onto glassine and glued into the book after being bound. I admire the purchase of the 
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Figure 14: Elizabeth Kealy-Morris, Leaving (a work in progress), double-page spread, Inside-Front Cover and Title Page, 120gsm 
cartridge paper hand bound with No.25 three-cord linen thread with the single-sheet stitch, 2012.
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Figure 15: Elizabeth Kealy-Morris, Leaving (a work in progress), page 7, 2012.
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Figure 16: Elizabeth Kealy-Morris, Leaving (a work in progress), page 9, 2012.
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Figure 17: Elizabeth Kealy-Morris, Leaving (a work in progress), page 15, 2012.
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Figure 18: Elizabeth Kealy-Morris, Leaving (a work in progress), page 25, 2012.
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typewriter, the debossing of paper through the pressure of the keys hitting paper fibres. The 
narrator of Max Ferber’s story would have typed his narratives of walks, wanderings, observations 
and avoidances on a typewriter in 1966 when we meet him. Symbolically and materially the 
typewriter was the right transcription tool.

J. Drucker (2004), in her text The Century of Artists’ Books, notes that the development of the 
artist’s book as an idea and a form did not exist before the twentieth century, and even then in its 
current form, developed only since 1945. Drucker defines the artist’s book as,

A book created as an original work of art, rather than a reproduction of a preexisting work 
and … is a book which integrates the formal means of its realization and production with its 
thematic or aesthetic issues.

(2004: 2)

Drucker argues that there is a concept of ‘bookness’ – a shared conventional form (two covers and a 
spine) and ‘the idea that through thematic unity a book may establish its identity’ (Drucker 2004: 327).

I suggest this book utilizes sequence to tell a story through a photo-narrative. The collages of 
digital photographs record a walk of anonymous and ghostly flaneurs and flaneuses from Store 
Street under Piccadilly rail station to Ardwick, walking down London Road’s sloping hill. The 
wanderers look backwards from time to time to check their progress and ensure their places of 
significance remain.

Susan Stewart writes about the attraction to the Victorian miniature book by both makers and 
consumers and notes that,

The social space of the miniature book might be seen as the social space, in miniature, of all 
books: the book as talisman to the body and emblem of the self; the book as microcosm and 
macrocosm; the book as commodity and knowledge, fact and fiction.

(1993: 41)

Embodied practice – or why practice practiced this way?

The difficult and the incomplete should be positive events in our understanding; they should 
stimulate us as simulation and facile manipulation of complete objects cannot.

(Sennett 2008: 44)

This is my first artist book. While I have attended many workshops on bookbinding I have never 
bound a book of my original artwork; I have yet to develop what R. Sennett (2008: 174) terms ‘the 
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rhythmic skills of a craftsman’ that entails training our hand in repetition. The philosopher Maurice 
Merleau-Ponty describes this experience as ‘being as a thing’ (quoted in Sennett 2008: 174). Sennett 
suggests that at this level the craftsperson has become one with the object on which she is working. 
He proposes that at this higher level of skill ‘… there is a constant interplay between tacit knowl-
edge and self-conscious awareness, the tacit knowledge serving as an anchor, the explicit awareness 
serving as critique and corrective’ (Sennett 2008: 50).

I, however, am at the exciting and frustrating stage of the ‘difficult and incomplete’ (Sennett 
2008: 44) with much of my visual practice. My medium of choice is paper as my fingers and hands 
have for decades known and admired its flexibility, structure, limitations and malleability – its 
ability to morph in moments from a two-dimensional plane into an engineered object through the 
act of folding. I am interested in how embodied creativity supports knowledge development and 
understanding of critical theoretical frameworks. For me, embodied creativity means working with 
my hands with paper which involves tactile experience. Stewart in her Prologue to the edited text 
Material Memories, articulates my instincts when she notes,

To experience the roughness or smoothness of an object, to examine its physical position or 
come to understand its relative temperature or moistness, we must move, turn, take time. 
Visual perception can immediately organize a field; tactile perception requires temporal 
comparison.

(1999: 32)

Stewart proposes that touch is a ‘… threshold activity – a place where subject and object are quite 
close to each other’ (1999: 35). This idea mirrors well my experience of creating Leaving (A Work In 
Progress). I have given some indication here about the interdisciplinary theoretical frameworks that 
underpin the visual narrative in the book from memory theory to human geography and cultural 
studies. It was in the printing of the contact sheets of the photographs, the repeated photocopying 
of the originals to create seventh and eighth generations, in the choosing of the images and the 
ways to disturb understanding of them that I began to understand what the story was that I 
wanted to tell and how Max Ferber’s voice would support that narrative. I needed to experiment, to 
physically test the visuals, to try combinations and sizes of my ghost walkers. I knew collage might 
be able to support a narrative and would create layers of new signifiers from shattered and 
displaced signs, but it was in the act, the causality, the tactile shifting and moving, that meaning 
came to be developed.

I have titled the book Leaving (A Work In Progress) because I shall never leave Manchester for 
good, nor shall Manchester leave me. I still haunt the streets in my memories; I have left footprints 
and ghostly shadows that will be guides to other emigrants who carry their hopes of a new life 
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with them. But this work is also a material and an aesthetic ‘work in progress’. It is one of many 
attempts I will create to explore visualizing memory of place and explore the possibilities that, 
through persistence, practice, and thoughtful repetition of skills development I may develop 
Sennett’s (2008: 174) ‘rhythmic skills of a craftsman’ and Merleau-Ponty’s ‘being as a thing’. For 
now I am enjoying the uncomfortable but very stimulating place of ‘difficult and incomplete’ 
(Sennett 2008: 44).
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abstract

This article will consider student engagement through collaborative teaching and 
learning practices I have developed within a series of bookbinding workshops in 
which I acquire new skills alongside my students. The bookbinding workshop devel-
oped from my desire to seek ways to engage with and alongside students in my 
practice and research to ground my own making within my pedagogic practice. In 
this way students are not being ‘instructed’ by a skilled specialist but rather collab-
orating with a committed enthusiast and researcher learning from their practice 
and experience. This article will discuss the impact these workshops have had on 
participating students, their practice and their sense of ‘creative self’ through the 
analysis of anonymous surveys carried over the span of two years.

introduction

This article will consider student engagement through collaborative teaching 
and learning practices, which I have developed within a series of bookbinding 
workshops conducted away from the formal studio environment in which I 
develop new skills alongside my students (Figure 1). These workshops devel-
oped from my desire to seek ways to engage with and alongside students in my 
practice and research, in order to ground my own making within my teaching. 
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In this way students are not being ‘instructed’ by a skilled specialist but rather 
collaborating with a committed enthusiast and researcher learning from their 
practice and experience. 

This article will discuss the impact these workshops have had on my teach-
ing, my own practice, the practice of participating students and their sense of 
‘creative self’, through the analysis of anonymous surveys carried out over the 
span of two years.

the worKshops: social theory of learning in practice

I was interested in developing a physical and metaphoric learning space for 
art and design students who chose hand bookbinding as a visual method 
to display their creative work. My aim was to encourage the forming of a 
community of learning through shared practice and experience (Wenger 
1998; Reid and Solomonides 2007). The workshops began as a hunch, 
a tacit and uncanny notion, that making supports understanding and 
develops one’s creative identity and confidence. This had certainly been 
my own experience having come to study design through working with, 
and leading, teams of pre-press operators in a small print shop. I was as 
dependent on the knowledge of my peers as they with me; learning the skill 
set to perform the tasks adequately was dependent on collaboration from 
within our team and outside it. As Csikszentmihalyi suggests, I became a 
more ‘complex’ person as I developed these skills through collaborative 
experiences:

Complexity is the result of two broad psychological processes: 
differentiation and integration. Differentiation implies a movement 
toward uniqueness. […] [i]ntegration refers to its opposite: a union with 

Figure 1: Photo and copyright Elizabeth Kealy-Morris (2015).
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other people with ideas and entities beyond the self. A complex self is 
one that succeeds in combining these opposite tendencies.

(Csikszentmihalyi 1990: 41)

Csikszentmihalyi notes ‘a skill and habit is not developed through knowing 
how to do it; it must be done, performed or practiced consistently and regularly 
as a dancer, painter, or athlete might’ (1990, original emphasis) and Wenger 
(1998), argues identity is informed through engaging in social practice. I real-
ized I was creative and began a degree in graphic design. Later I became 
interested in combining my industrial bookmaking skills with the personal 
satisfaction of hand bookbinding. It was against this backdrop of experiences 
and curiosities that I began to organize annual bookbinding workshops in 
2013 at the University of Chester, where I now lecture.

The workshop as the site and pedagogic method of developing craft and 
design skills has a long and rich history from the medieval period through the 
dawn of the Industrial Revolution in cottage industries (Barnwell et al. 2004) to 
the Arts and Crafts movement (Meggs and Purvis 2006; Pevsner 2005) and the 
craft-based structure of the Bauhaus school (Woodham 1997; Wilk 2006). The 
workshop setting was correct historically and culturally for the practical skills 
I would be introducing to students. Pedagogically I was interested in explor-
ing how the workshop setting, situated away from the studios where assessed 
work is produced, might influence students’ creative confidence through what 
Merleau-Ponty suggests is the body ‘understanding’ a new habit, ritual, skill: 
‘[t]o understand is to experience the harmony between what we aim at and 
what is given, between the intention and the performance – and the body is our 
anchorage in a world’ (2002: 167). Within these workshops I asked students to 
use their bodies and minds in new ways (Figures 2, 3 and 4), explicitly to use 
new tools (and familiar tools innovatively) to construct meaning that the body 

Figure 2: Photo and copyright Elizabeth Kealy-Morris (2015).
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cannot perform itself (Merleau-Ponty 2002): ruler, paper, bone folder, folded 
signatures, sewing guide, awl, thread, beeswax block, needle, set square, glue, 
glue brush, book cloth and cover board. Following from Csikszentmihalyi’s 
notion of ‘the development of self’ (1990: 171), I was interested in creat-
ing an activity that allowed and encouraged students to develop new skills 
for the growth of their creative selves, for the sake of experiencing ‘the joys’ 
(1990: 99) of the senses and movement, rather than for formal assessment. 
As the students had chosen to join the extracurricular workshop series, they 
would be in a position to set their own goals through intrinsic motivation and 
experience self-led knowledge development. As Csikszentmihalyi suggests,  
‘[p]ower returns to the person when rewards are no longer relegated to 
outside forces’ (1990: 19).

Polanyi (1967) has argued that the educator and the student need both 
explicit and tacit knowledge to understand a new experience and set of skills. 
Explicit knowledge can be critically analysed through writing, whereas tacit 
knowledge is unarticulated and unformulated, and thus, more basic and 
embodied – what we know but cannot say. Maykut and Morehouse note, ‘[…] 
as we articulate our observations, reflect on what we know explicitly, we will 
begin to uncover our tacit knowledge’ (1994: 31). As this tacit knowledge is 
articulated and made explicit it then can be reflected on.

Tacit knowledge is gained by indwelling. To indwell is to live between 
and within, to ‘walk a mile in another’s shoes’, to understand someone 
through empathy rather than sympathy (Maykut and Morehouse 1994: 25). 
Polanyi (1969) suggests that much of learning is tacit and implicit. He 
notes that rather than there being a sharp division between tacit and 
explicit knowledge, explicit knowledge relies on tacit knowledge to inter-
pret what has been articulated. ‘Hence, all knowledge is either tacit or 

Figure 3: Photo and copyright Elizabeth Kealy-Morris (2015).
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rooted in tacit knowledge. A wholly explicit knowledge is unthinkable’ 
(Polanyi 1969: 144). Percy (2004), following Polanyi, suggests that we also 
learn through the application of fact, based on rational thought processes, 
but the principal method of learning is fundamentally constructive rather 
than deductive. 

Barrett (2007) notes that Polanyi’s account of tacit knowledge adds to our 
understandings of experiential knowledge. It refers to embodied knowledge 
or ‘skill’ developed and applied through practice and experience and is under-
stood instinctively. According to Kolb (1984), learning and understanding 
begins with one’s own lived experiences, which we bring with us to formal 
learning environments. Kolb suggests that learning takes place through action 
and reflection on that action. Kolb’s experiential learning model recognizes 
that knowledge learned from events cannot be separated from the experiences 
in which it is applied. 

the artist booK: going with the grain and other  
useful tips 

Johanna Drucker (2004) in her text The Century of Artists’ Books notes that the 
development of the artist’s book as an idea and form did not exist before the 
twentieth century, and in its current form only since 1945. She defines the 
artist’s book as:

[A] book created as an original work of art, rather than a reproduc-
tion of a pre-existing work and […] a book which integrates the formal 
means of its realization and production with its thematic or aesthetic 
issues.

(2004: 2)

Figure 4: Photo and copyright Elizabeth Kealy-Morris (2015).
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Drucker argues that there is a concept of ‘bookness’ – a shared conventional 
form (two covers and a spine) and ‘the idea that through thematic unity a 
book may establish its identity’ (2004: 327). Susan Stewart writes about the 
attraction to the Victorian miniature book by both makers and consumers and 
notes that,

The social space of the miniature book might be seen as the social 
space, in miniature, of all books: the book as talisman to the body and 
emblem of the self; the book as microcosm and macrocosm; the book as 
commodity and knowledge, fact and fiction.

(1993: 41)

‘the booKbinding club’

The purpose of the workshop was to offer experiences to students to gain a 
new skill and consider new materials and methods of displaying their end 
of year artefacts and portfolios. Six students attended regularly last year and 
currently ‘The Bookbinding Club’, as they have called themselves, has seven 
attendees, with more joining every week. Students take great satisfaction in 
binding their work into designed cases, structures and covers. Interest in hand 
finishing has spread beyond the workshop participants, evidenced in queries 
about binding from students in the department whom I have not taught. 

Students are adept at combining analogue and digital aesthetics. Many 
of the workshop attendees are proficient with the entire Adobe CS suite of 
creative computer programes. The work they hand bind is sleek, sharp, uses 

Figure 5: Photo and copyright Elizabeth Kealy-Morris (2015).
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typography that signifies professionalism, and layouts that connote full adher-
ence to the rules of corporate design. From their survey responses it is clear that 
a motivation for attending the workshops was that they wanted to put their 
own stamp, own voice, on the cover and structure of the display of their work. 
They felt it important to show prospective employers that they had analogue 
as well as digital skills, that they were not ‘one trick ponies’ (Figure 5). One 
student noted, ‘I now will consider hand crafting things myself, instead of 
relying on computer graphics and the work of others’ (Respondent 7, 2013). 
Another student has begun to look at designed artefacts differently coming out 
of the workshops: ‘Bookbinding has made me think about the encasement of 
items in a detailed way as individual pieces of design’ (Respondent 4,  2014).

A central goal of the workshops was to support students in gaining confi-
dence in their abilities to construct objects from paper, a medium of great 
importance to designers as, while much design is now screen-based, the 
promotion of commodities, services and events continue to have printed 
elements. Students report that their confidence in design and making skills 
has developed from attending the workshops. One student noted, ‘It has made 
me happier because I know about something that not many others do. It’s a 
very useful skill to have’ (Respondent 1, 2014). Another student was interested 
in how making books has helped her understand the user’s experience, ‘It 
has enabled me to think outside the box a bit more in terms of design pieces 
that the audience are able to handle and manipulate’ (Respondent 2, 2014). 
A photography student felt more confident in finding new ways to display 
photographic work, ‘Confidence levels in my practical design abilities have 
increased and will enable me to present my photographic work in more crea-
tive ways without compromising on professionalism’ (Respondent 3, 2013).

the worKshops – a coMMunity of practice

Leading the workshops has been revelatory for me as a researcher, maker and 
educator. I simply had no idea how rewarding three hours a week making 
alongside students would be. There was a sense of industry in the air, and a 
common purpose, with participants supporting one another in learning new 
skills and sharing humour at those awkward ‘first attempts’ rather than feel-
ing frustrated and isolated on their own. ‘The Bookbinding Club’ became a 
community of practice based on active engagement with specific experiences 
that supported learning through social participation (Wenger 1998).

The workshops developed what Reid and Solomonides term ‘group crea-
tivity’ – as a group we determined that what we were engaged in was crea-
tive, that it was ‘perceived as unique and of value to a certain community 
of people’ (2007: 28). Reid and Solomonides suggest that this phenomenon 
evidences that creativity is socially constructed (Figure 6).

As noted previously, the workshops were developmental and their 
outcomes were not assessed. Students included the bound structures in their 
design portfolios for summative assessment to evidence skills of exploration, 
experimentation and development of new practice skills, whilst I used the 
workshops to push my own skills. While I was initially anxious at my lack of 
experience and knowledge, I embraced the concept that they were support-
ing me as much as I was supporting them. A level of trust developed through 
supporting one another in what the next steps were in the making of the book 
structures. I wondered if I had disappointed them by not being a ‘specialist’, 
however, in the anonymous online survey I asked participants to answer, they 
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responded that they enjoyed that aspect of the workshops the most. One 
student noted, 

I felt, as we were all learning, that there wasn’t any pressure to do things 
in a certain way, or any pressure if things were done a little wrong. 
Everyone was learning new skills in a calm environment.

(Respondent 1, 2014)

Student survey responses suggest through these workshops they have been 
involved in a deeper level of learning contextualized by learning a new skill 
valued by their profession in a community of creativity. Reid and Solomonides’ 
research indicates that for creative students to engage successfully in their 
studies they must have the opportunity to ‘develop a robust Sense of Being 
[sic]’ (2007: 37). They suggest that the most valuable pedagogic conditions will 
be those that create learning opportunities that encourage this embodiment of 
the creative self. As Amabile proposes, all extrinsic factors that recognize the 
development of skill and ability or enable greater participation with the task 
itself, without impeding a sense of autonomy, ‘[…] should positively add to 
intrinsic motivation and should enhance creativity’ (1996: 118). She reports 
that in a study with professional artists where some projects were commis-
sioned where others were self-initiated, the extrinsic motivation was respect 
gained and the recognition of their skills and abilities. What then motivated the 
artists intrinsically was the challenge to develop themselves as respected prac-
titioners. Lawrie (2008) ponders whether design educators could encourage in 
our students a deeper understanding of their subject beyond skills leading to 
employability and entrepreneurship. She suggests, ‘[…] an answer may lie in 
the intersection of embodiment, meaning and signification’ (2008: 205). This 
‘intersection’, I propose, requires teaching and projects that foreground and 

Figure 6: Photo and copyright Elizabeth Kealy-Morris (2015).
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privilege the experience and process of the learning that produces the final 
outcome rather than concentrating critiques on the outcome itself.

Trowler and Trowler (2010), in their report for the HEA’s Student 
Engagement Project, note that studies have consistently shown associa-
tions between student engagement and improvements in identified desired 
outcomes, including cognitive development, critical thinking skills, practical 
competence and skills transferability. They found that interacting with staff 
has been shown to have a powerful impact on learning, especially when it 
takes place outside the classroom and responds to individual student needs.

The National Union of Student (NUS) Student Experience Research 2012 
Part 1: Teaching and Learning supports Trowler and Trowler’s (2010) find-
ings. The purpose of the study was to understand student expectations of 
a university experience. Teaching quality was cited as the most important 
factor in what makes a good learning experience. The report indicated that 
students want more engaging teaching styles that are interactive, use technol-
ogy and props to make the subject more accessible and interesting. Trowler 
and Trowler (2010) suggest that certain features of teaching and learning can 
improve outcomes including student–staff contact, active learning, prompt 
feedback, time on task, academic challenge, respect for diverse learning styles 
and cooperation amongst students. It is striking that these bookbinding work-
shops supported all those features. 

I would argue that if more such workshops were incorporated into creative 
programmes students would be more likely to feel part of Wenger’s (1998) 
community of learners: that their experiences, their trials and errors, and 
their opinions mattered; that the work they are engaged within the studio 
has meaning and worth to their lecturers own practice and research and 
teaching; that mistakes and imperfections are necessary stages in any crea-
tive development process, including that of their lecturers. Students’ tenacity 
and resiliency would grow along with new creative habits, confidence and 
independent enquiry. Finally, as noted previously, Kolb’s (1984) experiential 
learning model recognizes that knowledge learned from events cannot be 
separated from the experiences in which it is applied: how we teach what we 
teach matters to our students’ development of knowledge, skill and sense of 
creative self and that of our own.
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This page and the following: 

Studio photographs of the collaborative handbound artist’s book a strange field. Original photographs by 
Stephen Clarke. Designed, printed and bound by Elizabeth Kealy-Morris. 

The book is printed on Seawhite cartridge stock, 140gsm, and covered with Ratchford Ltd. Windsor 
‘Corfe’ bookcloth. The bellyband is printed on Rossler Paperado ‘Taupe’, 160gsm. All type is Avenir Book, 
ranging from 8pt to 12pt. 
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Art Book Exhibition, Galway International Arts Festival, 11-24 July 2016.
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Studio photographs of the collaborative artist’s book Sailm. Handbound artist’s book with found cover. 
Original photo etchings by Alexe Dilworth, printed on Seawhite cartridge paper, 140gsm. Design and 
binding by Elizabeth Kealy-Morris.
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All this page and the following: 

Photographs of Salim exhibited within Alexe Dilworth’s exhibition Death Returned her to Rags. 
Förderkreis Contemporary Art Gallery, Euskirchen, Germany. 8 July-21 August 2016.
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Collaborator Alexe Dilworth is interviewed with Rudiger Axel Westphal,the owner of the Förderkreis 
Contemporary Art Gallery, for the local Euskirchener newspaper  Kolner Stradt-Anzeiger,  Alexe is 
pictured here discussing our book on the opening night of the exhibition.
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