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Abstract

Context: Visualization as a multi-modal process is widely explored in curriculum
studies. I examined a facet of how people learn to participate in visualization practices
that remains under-studied in preschool and post-secondary settings: moment-to-moment
agency while in unfamiliar socio-cultural realms.
I conducted a thirteen-month ethnography of a research university’s Image Lab
(IL) and studied how people critically appropriated ways of seeing and making images so
as to manipulate perceived subject positions and become agents in the IL’s visualization
practices. My fieldwork focused on DrawBridge, a graduate course hosted by the IL and
instructed by the lab’s director. For two semesters, graduate students split their time
between the IL and a preschool classroom in one of three university early childhood
centers to explore shared inquiry through pre-planned, improvised, and spontaneous
drawing and storytelling activities. In DrawBridge, preschoolers were positioned as a
certain kind of image-maker who expertly modeled drawing practices the instructor
taught in the course. They were natural story-tellers who drew without aloofness and in
ways that mimicked how they play and pretend.
Theory: My research draws upon Holland and colleagues’ (1998) notion of
figured worlds, or the socially and culturally constructed realm of interpretation whereby
a person’s sense of themselves as an agent emerges in particular events. Both the IL and
childhood are multi-sensory and enacted cultural spaces with specific rules and rituals
about ways of seeing and making images. My ethnography focused on two aspects of
figured worlds: 1) cultural artifacts, or verbal, gestural, and material productions (p. 17);
and 2) improvisation, or deliberate acts that manipulate perceived positions in social
interactions that might be unfamiliar or undesirable (pp. 15-18).
Research Question and Methods: I broadly examined the question: How do
graduate students, preschoolers, the instructor and I become agents in DrawBridge’s
visualization practices? My ethnographic methods featured comics making processes to
generate, analyze, and represent data. Comics making is a way to navigate in-print
constraints of sharing work with academic audiences. Integrated knowledge of multisensory experience was a significant part of my fieldwork experience. I made comics to
translate my multimodal and multi-sensory data using a process that complements yet,
remains distinct from text-based approaches to qualitative research. Data collection also
featured the production of cultural artifacts (such as graduate students and preschoolers'
hand-made pictures), participant interviews with graduate students, co-drawing activities
with preschoolers and graduate students, and fieldnotes. I analyzed data using a comicsinformed inductive coding process whereby emergent themes were expounded upon via
drawing, writing, and making comics.
Findings: Research participants became agents of the visualization practices in
DrawBridge by critically appropriating cultural artifacts and improvising their perceived
subject positions. Cultural artifacts, such as graduate students’ and preschoolers’ handmade pictures, mediated access to children’s ways of seeing and making images. Drawing
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a picture in the IL calibrated to a cartoonist’s–namely the instructor–ways of seeing and
making images. DrawBridge students and the instructor reimagined visualization practices
learned in the IL to access children’s ways of seeing and making images.
Graduate students, the instructor, preschoolers, and I improvised hierarchical
notions of power associated with age. Improvisation allowed us, in varying degrees, to
experiment with hybrid subject positions whereby spontaneous drawing emerged in play,
pretend, and conversation. Spontaneous drawing animated and masked taboo imagery,
such as dying and death, bodily excretions, sexuality, and violence, when outsiders asked
questions, gave suggestions, or provided directives. Shared visualization practices
entangled drawing, play, pretend, notions of power, physicality, and affect into a seamless
event.
Significance: A focus on moment-to-moment agency in learning to participate in
unfamiliar visualization practices gives valuable insight on how: 1) people reimagine
valuable visualization practices through social interaction; 2) knowledge about seeing
and making images is discerned through practice rather than with preset definitions, and;
3) visualization practices can help rethink text-based dominance in ethnographic
representation and education research.
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Introduction

VISUALIZATION AS A
MULTI-MODAL PROCESS IS
WIDELY EXPLORED IN CURRICULUM STUDIES. I EXAMINED A
FACET OF HOW PEOPLE LEARN
TO PARTICIPATE IN VISUALIZATION PRACTICES THAT REMAINS
UNDER-STUDIED IN PRESCHOOL
AND POST-SECONDARY SETTINGS:
MOMENT-TO-MOMENT AGENCY IN
WAYS OF SEEING AND MAKING
IMAGES.
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I formatted my dissertation in the style of a zine. Todd and Waston (2006) define zines as, “cheaply
made printed forms of expression on any subject...They are like mini-magazines or homemade comic
books... Zines are read by anyone willing to take a look” (p. 12). My dissertation zine includes handmade pictures, comics, and some text. Here are some hints on how to read my work:
What are Comics?

How to read my zine formatted research

There is no set definition for comics (see
Eisner, 1997; 2008). I understand comics
as a pictorial and narrative process that can
express complex ideas such as embodied
thinking, emotion, and motion. In North
American English, the word, comics, is
typically used as a singular noun when it
refers to the medium and process. A
person commonly uses the term, comic,
when referring to individual strips or
books (i.e. The Family Circus comic strip
and Black Panther comic books). I used
comics as a singular noun and comic when
I referred to a specific sequence.

Some pages can
be viewed across.

as a wave, or

Understanding My Pictorial Layout
Some pictures
appear as
illustrations
that support
my text.

Others may be part of
a comic and are not
formatted as figures.
Texts and pictures are
unified wholes.

Pictures and comics were made either by me or research
participants. I noted pictures and comics made by
research participants or by multiple people. In some
sections, I copied several drawings from other authors as
a pictorial form of quoting. I cited pictures that were
originally created and published by someone else in the
APA style for in-text citations.

Sometimes, I
borrowed unique
design elements from
other cartoonists to
produce some of my
comic panels. I used
footnotes to cite these
panels.

Others can be viewed
down and across, or

in no discernable
pattern.

(instructions adapted
from Bennett, 2014, p. 2)

MOST TEXT FOUND IN
SPEECH BUBBLES FROM
INDIVIDUALS OTHER
THAN MYSELF ARE DIRECT
QUOTES I TOOK FROM
BOOKS, ARTICLES, OR
INTERVIEWS. I HAVE
G
CITED MY SOURCES USING
APA GUIDELINES.

I ALSO MADE UP
SOME CONVERSATIONS
AND USED AN ASTERICK TO DISTINGUISH
THESE SPEECH BUBBLE
TEXTS.*

Pay attention to my dissertation as you would a comic strip,
zine, or picture book. For example, look at the pictures before
reading the text. Watch them until you notice something you
may not have noticed right away.

3
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5
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7
Visualization practices, such as drawing, are widely explored in curriculum studies as a multi-modal process. There is
growing acknowledgment that presenting knowledge through multiple modes of representation is integral to the overall
quality of a student’s learning from pre-K to post-secondary stages. This understanding has led to inquiries about how students learn to participate in a knowledge culture’s visualization practices. I examined a facet of visualization practice that
remains under-studied in preschool and post-secondary settings: moment-to-moment agency and sharing ways of seeing
and making images.

I WORKED AT A PLACE
CALLED THE IMAGE LAB
(IL). MY DISSERTATION IS
AN ETHNOGRAPHY ABOUT AN
ASPECT OF THE RESEARCH
THAT’S DONE HERE.

THE LAB’S DIRECTOR,
PROFESSOR KELLY,
STUDIES THE
QUESTION, '’WHAT
IS AN IMAGE?’’

I DID FIELDWORK
IN ONE OF THE
LAB’S GRADUATE
COURSES CALLED
DRAWBRIDGE.

FOR TWO SEMESTERS, GRADUATE STUDENTS SPLIT THEIR
TIME BETWEEN THE IL
AND A PRESCHOOL
CLASSROOM IN ONE
OF THREE EARLY
CHILDHOOD CENTERS
TO EXPLORE

SHARED INQUIRY THROUGH
PRE-PLANNED, IMPROVISED,
AND SPONTANEOUS DRAWING
AND STORYTELLING.

Primary Research Question: How do graduate students, preschoolers, Professor
Kelly and I become agents in DrawBridge’s visualization practices?
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Chapter 1: Which Figured World?

VISUALIZATION PRACTICES IN
DRAWBRIDGE WERE SIMULTANEOUSLY
CONSTRUCTED AND UNCONSTRUCTED
(UN/CONSTRUCTED). IMAGE MAKING
ACTIVITIES, SUCH AS DRAWING,
INCLUDED NON-REPRESENTATIONAL
NOTIONS ABOUT IMAGES (I.E., SUBLIMINAL, MULTI-SENSORIAL, CORPOREAL,
AND CADENCE) ALONG WITH REPRESENTATIONAL VIEWPOINTS.

I RE-ORCHESTRATED HOLLAND
AND COLLEAGUES (1998)
REPRESENTATIONAL APPROACH
TOWARD IMAGES BY USING AN
EMBODIED COGNITIVE FRAMING FOR FIGURED WORLDS.

9

I EXTENDED HOLLAND AND
COLLEAGUES’ (1998) NOTION
OF FIGURED WORLDS. THEY
DEFINED THIS TERM AS

SOCIALLY AND CULTURALLY CONSTRUCTED REALMS
OF INTERPRETATION
WHEREBY A PERSON’S
SENSE OF THEMSELVES AS
AN AGENT EMERGES IN
PARTICULAR EVENTS.

BOTH THE IL AND CHILDHOOD ARE
MULTI-SENSORY AND ENACTED CULTURAL
SPACES WITH SPECIFIC RULES AND RITUALS
ABOUT WAYS OF SEEING AND MAKING
IMAGES.

HOLLAND AND HER COLLEAGUES (1998) UNDERSTANDING OF FIGURED WORLDS AND ITS
APPLICATION IN EXAMPLES I PROVIDE IN THE NEXT SECTION POSITION IMAGES AS
THINGS–WHETHER MATERIAL, CONCEPTUAL, OR SIGNIFYING. PEOPLE POSSESS, MANIPULATE, AND REFLECT UPON IMAGES TO DEVELOP A SENSE OF THEMSELVES AS AGENTS.

10

I COMPLEMENT THESE NOTIONS
OF IMAGE AND AGENCY WITH
NON-REPRESENTATIONAL
PERSPECTIVES (I.E. SÖFFNER,
2007; STOLLER, 1997) TO
ACCOUNT FOR MODES OF
IMAGING AND IMAGE-MAKING
ACTIVITIES IN THE
SOCIO-CULTURAL CONTEXT OF
THE IL AND PRESCHOOL.

MY ETHNOGRAPHY
FOCUSED ON TWO
ASPECTS OF FIGURED
WORLDS:

1) CULTURAL ARTIFACTS, OR VERBAL, GESTURAL, AND MATERIAL PRODUCTIONS (P. 17); AND
2) IMPROVISATION, OR DELIBERATE ACTS THAT MANIPULATE PERCEIVED POSITIONS IN
SOCIAL INTERACTIONS THAT MIGHT BE UNFAMILIAR OR UNDESIRABLE (P. 15-18).
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What Are Figured
Worlds?

Dicussed by Ebony,
the researcher

Holland, Lachicotte, Skinner, and Cain (1998) defined figured worlds as a “socially and
culturally constructed realm of interpretation in which people can become actors by assigning
significance to certain practices and valuing particular outcomes over others” (p. 52).
Social Position History
FIGURED WORLDS
ARE A WAY TO
STUDY IDENTITY
AND AGENCY.

Material
Collective
Marker

Identity
Dialogic

Narrative

Narrative
Interaction

Practice

Practice

Gestural
Movement

Dialectic

Interactions

History

Discourse
Position

Materials

Relationships

Movement
AGENCY IS A
PERSON’S ACTIONS
AND POTENTIAL FOR
ACTION WITHIN A
GIVEN FIGURED
WORLD.

People become part of these “as-if” realms through their dialogical and dialectical capacity “to
fantasize, to envision other worlds, and to create other worlds by recombining elements from
those we know” (p. 237). Figured worlds “provide a means to conceptualize historical subjectivities, consciousness and agency, persons (and collective agents) forming in practice” (p. 41).
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People become agents of a situation and their own experience through deliberate interactions with
other people and cultural artifacts––the verbal, gestural, and material productions within a given
figured world. Holland et al. (1998) defined agency as more than how a person acts in an imposed
subject position or respond to a situation. Agency is how people critically appropriate cultural
artifacts that we and others produce (p. 17) to reimagine subjecting positioning.

Social
Position

History

Material

Gestural
Movement

Collective
Marker

Narrative

Practice

Dialogic

Dialectic

Interactions

History

figured world

Interaction

Practice

Narrative

Discourse
Position

Materials
Movement

Holland and her colleagues’ (1998) notion of figured worlds
situated meaning making within an interaction of social
constraints, cultural norms, and subjective experiences.

Relationships
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Individual focus

Figured worlds
are described in
two general ways:

Holland et al. (1998) drew upon Vygotsky (as cited
on pp. 335-336 of Holland et al.’s text) and Bakhtin
(as cited on p. 318 of Holland et al.’s text) to frame
culture as developmental, particular, and dialogical.

1) Focus on the Individual
Culture is the co-production and
reproduction of activities, discourses,
performances, materials, and concepts.

People move intentionally through the world by the
recognized and unrecognized cultural norms they share
amongst other people in these metaphorical realms.
Let’s do
attendance.

Participants actively co-constitute patterns of
practice, with the aid of artifacts, to give figured
worlds its dialectical meanings and forms.

Here’s a
good song.

They move within these realms by specific
forces, such as desire or fear, to create distinct
cultural standards where certain outcomes, made
by ones actions, are valued over others (p. 24).

Let the music
inspire you!!

Social
Position
Material
Collective
Marker
Practice

Dialogic

Practice

Narrative

History

Interactions

History
Gestural
Movement
Narrative
Interaction

Discourse
Position

Materials

Relationships

Movement

Dialectic

Aspects of a culture can change when people enter one another’s figured worlds and
interact (intentionally) with each other, material surroundings, and conceptual ideas.
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Social focus

Holland et al. (1998) also reframed Foucault’s Discipline and Punish, Madness and
Civilization, and The History of Sexuality: An Introduction (as cited on p. 323 of
Holland et al.’s text) to address the role of institutional and social constraints in
identity and agency. They believed that a Foucauldian logic showed how people
come to know themselves through the social constraints of the broader public.

These broader social
demands are also
historically situated.

2) Place of the social
Hey... What
makes an image,
picture-making
and drawing so
special?

Institutions

Social constraints could
be addressed as a historically situated question.

Power

Technologies of the Self

They considered Foucault’s influence on anthropology.
His work disrupted certain ideas about culture and self
(Holland et al., 1998, p. 32).

MF

I never said
that I wrote to
be disruptive
either.

You also
said that you
didn’t write
counter
histories.

Holland and colleagues drew upon Foucault to
examine how his work might impact their framing
of figured worlds.

MF

I never said
constructivist,
or structuralist
or anything
“post” about my
work.

They don’t
call you
those per se.
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I won’t be
needing this.

Let’s pass
the drawings
around and see
who’s here today.

AND SO...

Practice

Narrative

Interactions

History

Discourse
Position

Materials

Relationships

Movement
Let go!!
Hmmm...

If I drew upon Holland et al.’s (1998) Foucauldian
framing of figured worlds, I might have looked at
discursive formations for seeing and making
images to show how they are a means for social
control.
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I might have also shown how people are not always aware of how they
actively participate in the authoring of these social control mechanisms.

This is much
better.

MF

Objectification

Institutions
Power/Knowledge

Technologies of the Self
Holland and colleagues challenged how Foucault (based on their understanding of his selected
texts) unraveled conventional ideas of what it means to be a person and have agency.

The scholars believed that a Foucauldian lens was incomplete for their framing of figured worlds (Holland
et al., 1998, p. 32-33). They concluded that the logic handicaps one’s capacity to do research with an
understanding of people as complete and responsible actors who intentionally produce their own actions.
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Role of words in ﬁgured worlds

WORDS PLAY A
SIGNIFICANT ROLE IN
THESE REALMS.
FIGURED WORLDS
EMPHASIZE VERBAL
LANGUAGE WITHIN A
SOCIO-CULTURAL
CONTEXT THAT IS
LOCATED IN A
PARTICULAR TIME
AND PLACE.

FIGURED WORLDS HELP A
RESEARCHER UNDERSTAND
THE MEANING OF WORDS
WITHIN CERTAIN PUBLIC
SPHERES AND THROUGH AN
INDIVIDUAL’S PARTICULAR
MEANING MAKING.

Holland et al. (1998) framed identity and agency around discourse and
discursive understandings of experiences. Holland and colleagues came to
know figured worlds through the interactions and conversations amongst
individuals who are part of a shared experience. A person can appropriate
new meaning to material and conceptual aspects of an experience as a
“sign of repositioning themselves by powerful discourses” (p. 16).

INTERPRETING THE
HISTORICAL, SOCIO-CULTURAL
CONTEXT OF VERBAL
LANGUAGE WORKS IN A
RECIPROCAL WAY— AS ONE
EXAMINES FIGURED WORLDS
TO MAKE MEANING OF WORDS,
DS,
THESE WORDS ALSO DEEPENN
THE MEANINGS OF THESE
COMPLEX, METAPHORICAL,
DIMENSIONS.
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A structural approach to study ﬁgured worlds

Figured worlds are structured and organized in specific ways. People try to learn the
characteristics of these structures and then, through their positioning within the figured
world, act in ways that reproduce these structures (and might also challenge them).

This sorting gives people a sense of themselves as particular kinds of agents.
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People figure out how to be
agents of their own experiences
by interacting with one another
and their material surroundings.

Interactions

Dialectical

Narrative

They can critically
reflect upon their own
subject positioning.

History
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Material
Social Positioning
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HERE’S AN EXAMPLE
OF A FIGURED WORLD
THAT HOLLAND AND
HER COLLEAGUES
(1998) SHARE:

Holland et al. (1998) drew upon an ethnography about Alcoholic Anonymous (AA) to
describe how identity and agency form through figured worlds (pp. 66-97).

“My drinking resulted in trouble
from the very first. I was a
sophomore in high school when
I went to my first prom.

We brought the girls home early and then we
went to one of the guy’s homes. His parents
happened to be away for that weekend.

In AA’s figured world, personal stories play a central role in reproducing the realm’s
cultural knowledge and transforming this meaning making into self-knowledge.

We all did some very heavy drinking,

finally winding up by taking
it straight from the bottle.
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Stories are cultural artifacts–verbal, material, and gestural production–of AA’s figured world.
That night, at the age of 14, I
experienced my first blackout.

All through high
school, I drank
whenever the
opportunity
presented itself.

The next seven years,
my drinking and trouble
got progressively worse.

Stories give AA newcomers examples of what counts as an alcoholic, how to identify
yourself as an alcoholic, and how to take sole responsibility for being one.
At 16, I bought my first car and
began to mix drinking and driving,

I managed to secure a phony
proof of age when I was 15, so I
could get served in bars.

with the usual
results.
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These narratives give a skeletal structure for newcomers to devalue their previous identity
as a non-alcoholic consumer of alcohol. Stories help create a new identity as an alcoholic.
I gained admission to a very good college. I knew why

I was going to college – to have a good time
and get a degree. If I got an education in the
process, then that would be a fringe benefit.

I got into the best fraternity on
campus. Most of the brothers
were athletes; the remainder,
party boys. Since I had little
athletic promise, I joined the
ranks of the party boys.

A person learns to value AA’s cultural knowledge about the alcoholic as self-knowledge
when they share their story and model the general AA story structure.
I never did any more
work than was
necessary to stay in
school. Anything
more than just
passing was wasted
effort and could
Success in school was
measured by the number of
parties I went to, the dates I
had, and the times I got drunk.

have been
spent on
having a
good time.”
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The transition alters every aspect of the person’s life; including how they remember
and forget parts of their past so that it molds to this new identity, the alcoholic.
The blackouts
were becoming
more frequent.

I never paid attention
to them except

to note that they
were probably a
sign that I had
enjoyed myself
the night before.

Although the ethnographer formulated a general structure for these AA stories, narratives
can change by the improvisational acts of those who seek to be part of AA.
At this point
the proctor
called me to
his office.

A friend and I had gone to a
secretary’s apartment after
the bar closed, and [we] had
not been treated with respect.

Just to show her,
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Improvisation creates an opening for people to intentionally react to figured worlds.
we walked off with half
of her belongings.

She reported us to
the authorities,

and we received a warning.
This was my freshman year.

My sophomore year, I
brought a car to school.

I could now have more dates, go
away on weekends to other schools.

In the spring, the president of the fraternity
warned me that the brothers thought it was a
good idea for me to cut down, as I was giving
the fraternity a bad name on campus.
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People respond to broader cultural and social norms of a given figured world so that
they can effectively re-imagine other ways of acting within these realms. One draws
upon their own rich cultural and cognitive ways of making meaning to actively move
in these, sometimes, foreign landscapes such as AA’s figured world.

It was none of your
business, I told him; they
were jealous because I
was having all the fun,
while they had to work
to stay in school.
Shortly thereafter, I
was called to the
proctor’s office again

Moll, Amanti, Neff, and González (1992) used the term “funds of knowledge” to synthesize the individual ways of knowing that each person can draw upon to creatively navigate, negotiate, and manipulate a figured world.
My junior year
was by far the
worst.

I started out by going back to school a week early,
and for a week I never drew a sober breath.

The progression
had really set in.
After school
started, most days
I made no attempt
to attend classes.
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Funds of knowledge are sourced by personal and cultural standards of well-being, experiences, and influences from popular culture (Graue, Whyte, & Karabon, 2015). Improvisation is also relational. The act depends, and flourishes, upon the back-and-forth exchanges
amongst people who inhabit the figured world.
and sent to the mental-health
clinic to see a psychiatrist and
take some tests.

The doctor told me that I would have to leave
school to do something about my drinking problem.

In December, I was again
called to the proctor’s office,

However, Holland et al. (1998) noted the limits of how much people can improvise AA’s
narrative-based world. A person must accept the alcoholic identity in terms of AA’s interpretation. Their AA stories must show proof of this acceptance.
I was
shocked.

My bubble had burst.

What drinking
problem?

I said I would stop drinking if they
allowed my to stay, but he tried to
impress upon me that I had lost control.

All of a sudden, the party
had come to an abrupt halt.

I left school that afternoon” (pp.79-81).
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Use of ﬁgured worlds in education research

HERE ARE THREE
EXAMPLES OF EDUCATION
RESEARCHERS WHO HAVE
USED FIGURED WORLDS
TO FRAMES THEIR
PROJECTS.

Figured world of smartness

(Rubin, 2007)

1

“Stern adult male voices are easily heard
above the sounds of adolescents moving
through the packed, locker-lined hallway. I
note the crackle of walkie-talkies. A bell
sounds and the halls empty.

I enter the social studies office, a small room
with bare walls. A chalkboard on wheels divides
the office into front and back halves. Two
students sit in the front half, busily filling in the
blanks on photocopied sheets of paper.

Mr. Bartlett, a social studies teacher, tells me about
teachers’ grade books at Oakcity High. They are
required to keep three pages for each student: ‘class
work,’ ‘homework,’ and ‘tests and quizzes,’ and are
strongly encouraged to double test scores at the end
of the marking period” (pp. 217-218).

(Chang, 2014)

Multiracial students –– Atravesado/a

2

“I think it was difficult in high school. I
wasn’t black enough for black people
and too ethnic for white people.
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I didn’t really have a place.

In college, you have to find a place – there was
no middle ground here. That’s where I really
found my black identity so I guess that’s why I
began connecting to blackness” (p. 38).

(Ma & Singer-Gabella, 2011)

Figured world of reformed
mathematics

3

“Lewis startled students by showing that
he could make the traditional algorithm
for solving addition and subtraction
problems ‘work’ from any direction.

After he demonstrated that one could calculate
from left to right as well as right to left, Jamie
argued that ‘you can’t start from the middle
because you’d have to borrow from both sides.’
Amid bursts of laughter and surprise from the
students, Lewis took up the challenge” (p.14).

THE RESEARCHERS IN THESE
EXAMPLES USED HOLLAND AND
COLLEAGUES' FIGURED WORLDS
(1998) AS A TEMPLATE FOR
THEIR RESEARCH.

LET'S LOOK AT THESE EXAMPLES
AGAIN TO SEE WHAT MIGHT
HAVE HAPPENED TO EACH STUDY
AND ANALYTIC FRAME IF THE
RESEARCHERS HAD DRAWN UPON
DIFFERENT IDEAS ABOUT AGENCY
AND IDENTITY.
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Reconsidering ﬁgured worlds

Figured world of smartness

1

Rubin (2007) examined an urban high
school as a figured world. She extended the
notion of figured worlds to an enclosed
multi-setting space (i.e. high school) rather
than restrict this theorectical framing to
persons, individual settings (i.e. classroom),
or collective groups (pp. 224- 225).
See how much help
they get, and they
still can’t pass.

deficient

Rubin did not treat the high school as an agent,
rather she took, “up the intertwining concepts of
situated learning, identity, and figured worlds,
expanding these frames of analysis to the cultural
world of an entire school” (p. 224). She structured
as-if realms within this high school through coding
and categorizing discursive phenomena, habitual
practices, common interactions through a grounded
theory analytic approach (p. 227).
The ontologies and
epistemologies that enable
one to code data as
described above are, of
course, unthinkable in the
“posts”... that use different
ontologies that describe the
world as unstable and
becoming (Deleuze &
Guattari, 1980/1987) (as
cited in Pierre & Jackson,
2014, p. 716).

urban

humiliation

Rubin aligned with an assumption that, “words
textualized in interview transcripts and field notes
are not only data but also brute data that can be
broken apart and decontextualized by coding–
even using existing coding schemes from others’
research projects” (Pierre & Jackson 2014, p. 716).

If Rubin considered the work of
theorists who question structural
approaches for coding, such as
Pierre & Jackson (2014), she might
have integrated theory as the major
component of her data and focused
less on interviews, observations,
and transciption. A shift toward
theory-as-data would emphasize
the limits of what researchers can
know are bounded by the broader
rules and rituals of what being an
expert means in their field.

St.
Pierre

Too often, we use the vacuum cleaner
approach to data collection—sweeping
up any and all data into our studies
thereby ignoring the “quality of the
data base” (Cicourel, 1979, p. 172). In
this approach, all data are equal and
worthy of analysis. However, we [St.
Pierre and Jackson] recommend instead
using theory to determine, first, what
counts as data and, second, what counts
as “good” or appropriate data (as cited
in Pierre & Jackson, 2014, p. 715).
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Multiracial students –– Atravesado/a

2

Chang (2014) both affirmed and critiqued mono-racial
identity. She acknowledged how race is contextualized
and historically situated, while simultaneously using
the term, “‘Multiracial’ to signify a semantic distinction
with the prefix of ‘multi’ to represent a broader notion
of independent racial backgrounds coming together
rather than mixing with Whiteness” (p. 28).

Chang’s narrative-based research showed phenotypic and
cultural variation in what race means, how people develop
sense of self, and possibilities for action in dominant
mono-racial narratives.

Chang might have had to draw upon different theories about
agency and identity had she opened her data generation
process to include details that addressed how racialized
identity and storyline come to matter.
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IF, FOR EXAMPLE, CHANG
HAD REFERENCED CHARLES
TAYLOR’S (1989; 1997) WORK
ABOUT AGENCY AND
IDENTITY, SHE WOULD HAVE
HAD TO SHIFT HER ANALYSIS
AWAY FROM NARRATIVES OF
INDIVIDUAL
PEOPLE.
CHANG WOULD HAVE HAD TO
ACCOUNT FOR HOW RESEARCHERS
COME TO CARE ABOUT THE WAYS
PEOPLE NARRATE PERSONAL
HISTORIES. TAYLOR (1998) SHOWED
HOW THE USE OF NARRATIVE IN
QUALITATIVE RESEARCH NORMALIZED
SECULAR AND, NAMELY, WESTERN
ASSUMPTIONS ABOUT THE SELF AS
KNOWABLE AND UNFOLDING LIKE A
QUEST OR A JOURNEY TOWARDS
SOMETHING BETTER.

THE SECULAR SELF TOOK A
DEFINITIVE FORM THROUGH
EXPLORATION AND CONTROL. TAYLOR
POSITIONED THESE TERMS ON
EITHER ENDS OF A SPECTRUM IN
FORMING THE SELF. AN ONGOING
TENSION FORMED BY REALIZING A
SENSE OF SELF THROUGH
EXPLORATION AND CONTROL.
SELF-CONTROL INHIBITED THE
POSSIBILITY OF SELF-EXPLORATION
WHILE SELF-EXPLORATION
PREVENTED THE ABILITY TO
EXERCISE CONTROL.
SELF-CONTROL AND
SELF-EXPLORATION PAVED AN
AVENUE TOWARD FREEDOM.
TALYOR BELIEVED THAT FREEDOM
INCLUDED THE CAPACITY TO BE
IN CONTROL WHILE GIVING THE
OPPORTUNITY TO EXPLORE. THE
BALANCE BETWEEN SELF-CONTROL
AND SELF-EXPLORATION CREATED
A SPECIFIC STORY STRUCTURE.
NARRATIVES TEND TO BE A
FUTURE-ORIENTED JOURNEY
TOWARDS SOMETHING GREATER,
FREER, AND BETTER THAN WHAT
ONCE EXISTED.
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Figured world of reformed
mathematics

3

Ma and Singer-Gabella (2011) used the
categories–child, teachers, and reformed math–as
starting points for their descriptive approach to
analyze the figured world of reformed math.

Ma and Singer-Gabella foregrounded
discourse, activity, and local history
to describe variation within teacher
and children categories of reformed
math figured worlds. As they studied
diversity within these categories, the
researchers stabilized these labels.
They affirmed a notion that people
are inherently dialectical and
dialogical beings.

.....we analyze three episodes from the
course: two where students were
ppositioned as children learning mathematics and a more extended one where
m
sstudents were positioned as teachers.We
argue that the instructors offered the
reform versions of these positions
through their talk, the tasks in which
they engaged students, and the local
history shared by the class (Ma &
Singer-Gabella, 2011, p. 11).
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If Ma and Singer-Gabella had drawn upon Knorr Cetina’s (1999)
work about meaning making as a socio-cultural process, they
might
g have accounted for agency
g y and identity
y beyond
y
discourse.

Knorr Cetina (1999) extended descriptive, text-based approaches to qualitative research. She examined
body movement, use of materials, and bodily relationships as people learned to participate in a
laboratory’s meaning making practices. Part of her analysis included how people learned to create
knowledge by manipulating ways of seeing their objects of study– an analytic extension that moves
beyond discourse. Knorr Cetina called her analysis of agency and identity “machineries of knowledge."

THE RESEARCHERS IN
THESE THREE EXAMPLES
PRESENTED METHODS
AND ANALYSIS THAT
AIMED TO RESOLVE WHAT
COUNTED AS HOLLAND AND
COLLEAGUES NOTION OF
FIGURED WORLDS.

I DID NOT TREAT THEORY AS A
TEMPLATE TO DO MY RESEARCH. I
DID, HOWEVER, RECYCLE A PROCESS
HOLLAND AND COLLEAGUES USED
IN THEIR WORK. THEY PLAYED
WITH A VARIETY OF THEORIES
FROM WIDE RANGING DISCIPLINES
TO SIFT AND WINNOW THROUGH
THE SEEMINGLY ENDLESS
COMBINATIONS FOR FRAMING
AGENCY AND IDENTITY.

34

I EXTENDED HOLLAND
AND COLLEAGUES’ (1998)
NOTION OF FIGURED
WORLDS BY DRAWING UPON
THEORIES ABOUT AGENCY THAT ACCOUNT FOR
NON-REPRESENTATIONAL
ASPECTS OF SEEING AND
MAKING IMAGES.

MY FOCAL RESEARCH QUESTION WAS: HOW DO GRADUATE
STUDENTS, PRESCHOOLERS, THE
INSTRUCTOR, AND I BECOME
AGENTS IN DRAWBRIDGE’S
VISUALIZATION PRACTICES?
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Re-orchestrating Figured Worlds
What are representational images?
Holland and colleagues (1998) used images to help set parameters for ﬁgured worlds. Images address the danger in
stereotyping individuals and ignoring one’s capacity to be agents of their own experience regardless of the broader cultural
context of which they are a part. Holland, for example, orchestrated a mental image of caste identiﬁcation to understand
what led a woman named Gyanumaya to enter the house of a higher-caste woman by scaling the outside wall, rather than
through the kitchen:

Holland et .al (1998).

36
The word of expresses a relationship constituted by belonging. Caste identiﬁcation is related to yet, separate from,
Holland and the situation. Holland’s mental imagery put distance between the event and her initial personal response so
that she could manage her internal voices and ﬁgure out how to critically respond to what transpired. An image is a tool
that allows her to make different meaning about Gyanumaya’s actions. She used it to reﬂect upon herself as a qualitative
researcher with expertise in multiple theoretical framings that often quarreled with one another. Holland created this image
to reconﬁgure herself as another type of qualitative researcher. She could now reexamine the event as a signature of Guyanumaya’s capacity to be an agent of her own experience and her social positioning in Nepal’s caste system.
Holland et al. (1998) deﬁned images as a thing—
whether material, conceptual, or signifying—that people
contain, make, and reﬂect upon to develop a sense of
themselves as individuals and agents. The scholars drew
upon Vygotsky and Bakhtin to create a template for images as symbolic, communicative, and objectifying. Vygotsky deﬁned images as symbols that could objectify,
affect, and reorganize experience (Holland et al., 1998, p.
6). Holland and colleagues believed, “he construed symbols, particularly cultural symbols learned through social
interaction, as so many ways in which people free themselves from the tyranny of environmental stimuli” (ibid).
People are active, social, and culturally contested meaning makers. Images are a way for people to forge distance
and make distinctions between themselves and their environments (as in, objectify their world). People use these
relationships to attach meaning to themselves and their
environment, and imagine new meanings (p. 49).
The scholars (1998) drew upon Bakhtin’s vocal
images to elaborate on how images communicated “inner
speech” (speech for oneself) and was a means to self-manage through objectiﬁcation. Vocal images are the various
language structures and systems of ideas and ideals that
are available to a person as she evolves a critical orches[GYANUMAYA]
tration of her inner speech (as cited in Holland et al.,
1998, p. 177). Vocal images are in dialogue, and at times,
in conﬂict, with one another (p. 178). A person manages
their inner speech by developing an authoritative stance towards how to “rearrange, reword, rephrase, re-orchestrate different voices” (p. 183).
Holland and colleagues (1998) also structured their book as a living example of the Bakhtinian and Vygotsykian
interplay between symbolic and vocal images in one’s developing sense of agency and identity. Urrieta (2007) noted how,
“In order to develop their theory, Holland et al. drew from different (sometimes opposing) schools of thought, including
culturalists, constructivists, and universalists, and from the work of Vygotsky and Bakhtin” (p. 107). Various theoretical
voices are in critical dialogue and often in conﬂict with one another such as their use of Foucault. They acknowledged the
usefulness of Foucault’s popular texts in their broader work of theorizing ﬁgured worlds and in making sense of the speciﬁc
case studies they referenced, particularly around mental health identities. The scholars simultaneously dismissed the relevance of Foucault’s work for their project because they sought a theory about co-development and a whole sense of being.
They also provide case studies to describe how they have used ﬁgured worlds in their research. These examples also
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show the theory in action. The scholars seek agency within the ﬁgured world of being a qualitative researcher. The case
studies are Vygotsky’s symbolic images that contribute to Holland and colleagues inner speech about what counts as agency,
development, and identity. They developed their authoritative stance to organize and mobilize a dominant voice that could
manage the chaos of different voices, images, and struggles for power in naming what counted as a ﬁgured world.
Images develop creative potential
Holland and colleagues (1998) believed that creativity was an outcome of how people manipulated the representational potential of images. Creativity is evidenced by a person’s
capacity to produce and make something new–whether material
or symbolic. When examining the 1980’s/1990’s controversy in
linguistic anthropology over the different styles of speaking in
the United States they wrote:
That these styles of speaking and acting could not
simply be put on or taken off at will is evident from
Fordham’s analysis as well. There were especially
bleak results for the African-American women who
tried to suppress their own styles and move toward
the valued styles [passing for white men]… Too much
passing, she argues, drawing upon Said, can result in
a potentially subversive self where the person can no
longer speak or even think in his or her ‘native voice.’
Such person lose their creativity: ‘because they are
compelled to assume the identity of the ‘Other’—in
exchange for academic success (p. 132).
Creative potential is contextualized within a distributive notion
of power. People have, use, gain, and lose it. Individuals must
also be able to maintain and develop creativity. Creativity ﬂourishes when a person is free enough to recognize themselves as
individuals who critically act upon the mental and symbolic
images they make about themselves, and their environment.

[HOLLAND]
Disembodied cognition and an image template
To formalize a prototypical image for the theorization of ﬁgured worlds, Holland and colleagues (1998) relied upon
a disembodied notion of human understanding. Agency and identity are cognitive processes that develop over time and are
situated in historical, socio-cultural, and environmental context. They drew upon Bourdieu’s social habitus as an embodied
alternative to their notion of agency and identity. Social habitus refers to a person’s body and her intrinsic bodily responses
to hierarchical constraints or positions of power (positional identity) in social interactions. Bourdieu created parameters for
embodied interaction in the context of social meaning and positioning. Unconscious habits come from a person’s relationship with an environment, or ways of becoming habituated to the surroundings she inhabits (p. 237). The scholars believed
that the usefulness of Bourdieu’s social habitus in research was its capacity to resolve how to structure a person’s body into
identity and agency:
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Bourdieu calls attention to the taken-for-granted or
out-of-awareness associations between the important categories of social division and social spaces, body postures (hexis), the use of colors, and
so on…But worlds are ﬁgured through language
and images as well, and these means of objectiﬁcation make possible the kind of ‘re-cognition’
that Kondo experienced when she saw her reﬂection (Chapter 6) and even the deliberate efforts of
persons and groups to direct their own behavior.
Through the transﬁguration that commentary provides, people may even increase their awareness
of, and thus their capability to inhibit, such “automatic” responses as the deferential body postures
assumed in the presence of higher-status people
(Holland et al., 1998, p. 281).

[HOLLAND AND COLLEAGUES]

The scholars suggested that a mind can overcome a body. The two parts form a relationship where “cognition (e.g., beliefs,
desires, judgments, and evaluations) is an intellectual—not a bodily—process, and bodily events (e.g., physiological arousal
and behavior) are contingent by-products of cognitive processes…“physiological” and “behavioral” accounts of emotions
cannot capture the fact that emotions depend on what we know and believe about the world” (Colombetti & Thompson,
2008, p. 49). If mind and body are implicated in one another, then thought has the potential to precede and control a body.
A body’s intrinsic sensorimotor responses are by-products of one’s conscious state of mind.
Although Holland et al. (1998) associated embodiment with social habitus, Bourdieu relied upon a disembodied
cognitive lens (as cited in Söffner, 2010). Bourdieu’s use of embodiment was based on a having approach towards an
individual’s environment and relationships between self and other. Inscriptions on the body were available to researchers
so as to establish a blueprint for the production of social meaning and distinctions (p. 94). Embodied habits were tools for
standardizing how one might design a study about structures of positional identity. Holland and colleagues (1998) critiqued
social habitus for being too focused on the body and overlooking a person’s capacity to fantasize, recombine, and imagine
other worlds (p. 237). Notably, ﬁgured worlds and social habitus claim two sides of the same coin. Both produce a theory
for social interaction through a disembodied notion of human understanding. Holland and colleagues emphasized the mind
part of cognition and Bourdieu focused on the body part.
This division between the body (sensible unconscious) and mind (intellectual cognition) developed partly from a
focus on psychology as an empirical, scientiﬁc discipline (Danziger, 1997). The criteria for what counted as viable research,
data, and analysis could not accommodate for causal links between emotion and behavior (p.49). A disembodied approach
avoids the question of the un-constructed aspects of agency and identity, or moments when self and other do not exist as entirely distinct entities. Non-relational activities amongst people occur at the same time relational and more structured events
happen (Barad, 1996; 2003; Myers, 2015).
Seeing and making images can be more than representations of a person’s objectiﬁcation of her environment, herself,
or other people. They are also more than an illustration of dynamic inner speech, through which one’s proof of self-managing
these voices could be documented in her verbal and practical responses to a situation. Images are also a means for nonrepresentational meaning making. The capacity to act also emerges from a disclosure of a mood.
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A FOCUS ON THE REPRESENTATIONAL AND NON-REPRESENTATIONAL ASPECTS OF
SEEING AND MAKING IMAGES
MEANS TO, IN PART, RECOGNIZE THAT COGNITION
IS ALSO AN EMBODIED AND
ENACTED PHENOMENA.

EVIDENCE FOR MEANING
MAKING EMERGES IN
MORE INVISIBLE AND LESS
STRUCTURED EVENTS, SUCH
AS BODILY
BO
MOVEMENT AND
AFFECTIVE
AFF
RESPONSES.

SO,
SO HOW DID I
APPROACH WAYS OF
SEEING AND MAKING
IMAGES IN DRAWBRIDGE?

40
Images in DrawBridge
Figure 1.1. Ethan’s Drawing. This is a four-minute
drawing Ethan made as a DrawBridge student.

I am sitting at a table in a
laboratory covered with candy,
crayons, colored pencils, coloring
pages, and drawing paper. I look
up and stare at one of the three
ﬂoor-to-ceiling window walls covered in crude, quickly drawn pictures. My eyes ﬁxate on one of the
drawings. Thick, dark lines drawn
in less than ﬁve-minutes. A dozen
or so graduate students from various academic disciplines and program stages trickle into this space
to draw, collage, color, write by
hand and to ﬁgure out how to work
with preschoolers as co-researchers
through drawing, storytelling, play,
and pretend. They enrolled in the
Image Lab’s graduate course called
DrawBridge.
My ﬁngers comb through a
pile of crayons while the person
beside me digs around in one of
the baskets of candy. After picking up the reddish-orange crayon labeled “Mango Tango” I lean
against the table and start to color
in my self-portrait drawing. Professor Kelly has us draw ourselves
at the beginning of each class for
attendance. I move my hand and
forearm in long, swift gestures,
and then make short, quick staccato strokes with my crayon. Sometimes, I draw over and over and
over the same line.
After Professor Kelly collects our self-portraits, I ask everyone to walk out of the Image Lab
Figure 1.2. Self-portrait Attendance Drawings. These are examples
of the self-portraits we made as a way to record attendance. We
drew our self-portraits for the duration of a song.

41

and look at the pictures on display in one of the lab’s window galleries. My stomach tightens and my heart goes from
thump…thump to thump thump thump thump when I say, “You’ll have three-minutes to pick a picture that you want to
copy and to take a good look at it. When three-minutes are up, you’ll redraw the picture in your comp book.” I am an Image
Lab project assistant. As an assistant, sometimes Professor Kelly will ask me to facilitate an exercise so that she can spend
time being a student in her lab and in the class, “One of the things I like about doing these assignments with you is that I
completely forget that I know how to do this already. And the other thing is, after a while, I just get so accustomed to having
to draw something I just heard that now even when I hear Lord of the Rings, [Professor Kelly told us that she listens

Figure 1.3. Copy a Child’s Drawing. The pictures on this page and the next are
examples of a DrawBridge exercise where we copied a child’s drawing from the
IL’s drawing jams and included a question or phrase generated from the spontaneous
questioning exercise. Statements and questions with made by Professor Kelly. I
copied the original pictures to increase pixel quality.
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to books on tape while commuting to work] I feel like,
‘now you have two minutes. You have to do [draw] four
index cards of the ﬁght with the spiders.’” Professor Kelly
wants to be part of the course she created, outside of being
a teacher, to partake in the disclosure of a mood where, as
she calls it, the back of the mind comes forward—a way of
thinking emerges that isn’t connected to speech.
Early on in DrawBridge she said, “There’s another
way of thinking about a problem that doesn’t have speech
or language. It has something else and when we pass these
[drawings] around without saying, ‘oh that’s kind of shitty
or I don’t know how I feel about that one.’ We just passed
them around and this thing happened. And we heard it in
the classroom–this kind of laughter that’s happening here
and there. I feel like that’s the beginning of cultivating this
space.” Doing the drawing and writing activities with students allows her to respond to the situation of being in the
class in unexpected ways. New approaches to the questions
of how to draw emerge and what is an image that might not
have been possible without entering the gray zone of becoming Professor Kelly. She is neither a student nor teacher
nor established artist during these moments.
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Images and storytelling
Outside of DrawBridge, I help Professor Kelly examine her research question, “What is an image?” through handson experimentation that includes facilitating workshops for scientists and non-arts based researchers to examine their work
through cartooning-informed practices.
In DrawBridge, a regular way Professor Kelly discussed her research question was by telling stories. During the ﬁrst
class of the second semester, she told us a story about a Kobayashi Issa haiku. She moved her body in tune with the story
to get us to know a little about her research, “one of the things about an image is that it kind of has no ﬁxed meaning…
when we ﬁrst learn it [haiku] in junior high, we think it’s a syllable exercise. That’s the way it’s taught to us. What is it?
5-7-5. But really, what it is… it is an image. It’s a scene that’s held in this haiku. There’s this poet named Kobayashi and he
wrote this haiku. It’s a very simple image. And the image is, there’s a stream. And in this stream there’s a stick that’s going
downstream. And on the stick is a cricket. And the cricket is singing,” She stood in proﬁle to us and raised her right arm in
a forty-ﬁve degree angle. Her right arm became the stick ﬂoating downstream. She undulated her arm a little. Her left hand
became the cricket on the stick.
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“That’s the whole image. And I remember when I read it. And I was like, that’s right, I’m alone but we’re gonna
follow the river. And we’re gonna sing. This is such a beautiful image! And the next day, I read it and I was like, we’re all
gonna die! We’re all gonna die! We’re stuck on a stick and there’s no getting out! Same poem, another way of thinking
about it.” Professor Kelly laughed. Some students laughed too. She became her story through emotion and motion. Her body
movements are the concrete gestures McNeil (1992) discussed in Hand and Mind. They are part of an, “integrated process of
utterance in which there is a synthesis of opposite modes of thought” (p. 35). Professor Kelly’s hands compliment her inner
and actual speech through a picture form. And, at the same moment, her body movements (including hands) are more than
the imagery part of an utterance. She moves to get to know this image as it unfolds and as it materializes in a story-form.
Images also contain a liveliness that can respond to Professor Kelly’s narration and compel her to move in ways that show
what kind of drawing we will do in her lab and in the preschool classrooms.

A DIFFERENT KIND OF LINE
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SEEING AND
MAKING IMAGES
IN DRAWBRIDGE
REVOLVED AROUND
DRAWING PICTURES
BY HAND.

PROFESSOR KELLY, DRAWD
BRIDGE STUDENTS, AND
O
I USED NOTEBOOKS TO
PRO
PRODUCE
AND STORE OUR
PICTURES.

A FOCUS ON THE PICTORIAL PRODUCTION OF
THESE NOTEBOOKS GAVE
ME INSIGHT ON PEOPLE'S MOMENT-TO-MOMENT
AGENCY WHILE LEARNING
TO PARTICIPATE IN AN
UNFAMILIAR CULTURE'S
WAYS OF SEEING AND
MAKING IMAGES.
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DrawBridge notebooks: un/constructed artifacts
Holland et al. (1998) regarded ﬁgured worlds through
artifacts or, the verbal, gestural, and material productions
that emerge from a situation (p.
17). Artifacts are, “the means
by which ﬁgured worlds are
evoked, collectively developed,
individually learned, and made
socially and personally powerful (p. 60). The scholars got to
examined agency and identity
by identifying the artifacts that
emerged in a situation and then
asking, “how, and to what end,
these artifacts might be taken
up, become conventionalized
or made into culture” (p. 17).
Artifacts are practical, material,
and conceptual cultural productions of a ﬁgured world. They
can be discourses, events, and
objects (Urrieta, 2007). People
frequently use and critically appropriate artifacts as they ﬁgure
out how to be and act within an
as-if realm and, in the process,
“learn new perspectives of the
world and through them learn to
ascribe artifacts and action with
new meaning, new passion or
emotion” (p. 110).
The notebook was a
constructed artifact in the ﬁgured world of the Image Lab’s
DrawBridge. The notebook had,
“developmental histories by
virtue of the activities of which

Figure 1.4. DrawBridge Notebook Cover. The pictures on this page and the
following two pages are examples our notebooks. Some, though not all, people
decorated their notebook covers.
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they were previously a part and which they mediate[d] in the present. They [had] been manufactured or produced and continue[d] to be used as part of, and in relation to, intentional human actions” (Holland et al., 1998, p. 60). Activities to ﬁll up
the notebook were based on modiﬁed cartooning practices that Professor Kelly and I experimented with in the Image Lab.
Picture-making exercises were assigned everyday for in-class and out-of-class use, and also used in preschool classrooms
on Wednesday mornings. Some activities were pre-planned and assigned to the class while others emerged in the moment of
being in (and out of) the class. Professor Kelly also told and showed students how to ﬁll up the notebook with intentionally
formatted and timed writing and drawing practices, daily diary exercises, collage-like documentation, and through shared
and individual activities.
I present several examples of how Professor Kelly, enrolled students, and I became agents in DrawBridge’s visualization practices by critically appropriating these notebooks to improvise our perceived subject positions. The practices,
events, and discourses implicated in the notebooks–along with other cultural artifacts, such as preschoolers’ hand-made
pictures–mediated access to children’s ways of seeing and making images. Drawing a picture in the IL calibrated to a cartoonist’s–namely the instructor–ways of seeing and making images. DrawBridge students, Professor Kelly, and I re-imagined
visualization practices learned in the IL to access children’s ways of seeing and making images.
We improvised hierarchical notions of power associated with age. Improvisation allowed for us to experiment with
hybrid subject positions whereby
spontaneous drawing emerged in
play, pretend, and conversation.
Spontaneous drawing animated and
masked taboo imagery, such as dying and death, bodily excretions,
sexuality, and violence, when outsiders asked questions, gave suggestions, or provided directives.
These interactions created new visualization practices that entangled
drawing, play, pretend, notions of
power, physicality, and affect into a
seamless event.
I merged representational and
non-representational dimensions of
imagery in ﬁgured worlds to study
the DrawBridge notebook as an un/
constructed artifact. In my analysis,
I blended pictorial ﬁeldnotes, narrative, interviews, and discursive
understandings about image-making practices such as drawing.
My methods were drawing-based,
though not in a strict artistic sense.
If, as Machón, Eisner, & Dodman
(2013) suggested, that adults do art,
“to justify and ﬁnd an explanation
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for ‘blind destiny,’ the ultimate problem of his existence,” (p. 22) then drawing as a kind of art-making means to circumvent
this thing called identity and the pressure of ﬁguring out his place in the world. My pull towards drawing does not come
from a rationale that Machón and colleagues provided.
I used drawing as a theory toward dwelling in-between representational and non-representational images and as a
method to compliment my being in ﬁeldwork. Drawing and, speciﬁcally, cartooning were ﬁrst-rate activities in my ethnographic approach.
Drawing is a word and activity that encompasses the bodily and embodied activity of knowing, the entanglement
between representation and non-representation, and the lure of partaking in the disclosure of the mood in DrawBridge visualization practices. Drawing “exists between and within the words, on another plane, which we might as well call the desert,
perhaps in the oases in the desert” (Taussig, 2011, p. 7). Through non/representational drawing, I intertwined emotion and
motion with intellect. I also took a “welcome[d] pause to the writing machine whereby another philosophy of representation
and meditation takes over” (p. 30). I welcome you, the reader, to do the same. Take intentional pauses from my writing and
spend time with the drawings and comics. Watch and wait to see if something happens.
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Chapter 2: An (Ethno)Graphic Approach

WHAT WERE THE
CULTURAL MEANINGS
OF DRAWING IN THE
IMAGE LAB AND WITH
CHILDREN IN
PRESCHOOL CLASSROOMS?

IN THE NEXT
SECTION, I EXPLAIN
WHY I STUDIED
DRAWBRIDGE USING
AN ETHNOGRAPHIC
LENS.
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Unfamiliar Picture-Making Practices

Professor Kelly told me that this
exchange happened between a
cartoonist and reporter...
WHAT’S YOUR
ETHNICITY?

CARTOONIST.

A NUMBER OF ACADEMICS
RECOGNIZED THAT THE
STUDY OF COMICS WAS A
RECENT PHENOMENON.
DURING A PANEL INTERVIEW, CARTOONIST, ART
SPIEGELMAN, EXPLAINED:

THE FIRST
COMICS WERE
REALLY BORN AS A
KIND OF EXTENSION OF VAUDEVILLE.

A.S.

THEY WERE
SLAPSTICK.

THESE COMICS WERE DISAPPROVED OF ALMOST AS SOON
AS THEY WERE BORN BECAUSE THEY WERE FOR THE
UNWASHED MASS, THE IMMIGRANT CULTURE THAT WAS
BEING ACCLIMAT
ACCLIMATED TO AMERICA,

AND READING THE
AN
FFUNNIES WASN’T
WHAT YOU SHOULD
WH
BE DOING ON
SSUNDAYS. SO THE
MEDIUM
WAS BORN
ME
WITH
A KIND OF
W
UNSAVORINESS
(MITCHELL &
SPIEGELMAN,
2014,
SP
P. 21).
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IT WAS FINE FOR ART WITH
OFF-REGISTER COLOR, AND THAT
MEANT SUNDAY SUPPLEMENTS GOT
BORN THE WAY WE KNOW THEM. IT
WAS A PERVERSION OF THE ORIGINAL
INTENT TO UPLIFT.

HE DREW
GARBAGE PAIL
KIDS

IT WAS ORIGINALLY AN UNWANTED
BYPRODUCT OF A PRINTING PROCESS.
JOSEPH PULITZER WANTED TO BRING
ART TO THE MASSES AND HE WANTED
TO PRINT THE WORLD’S GREAT ART AND
SPENT A LOT OF MONEY MAKING THE
COLOR PRESS TO MAKE IT POSSIBLE.
AND FORTUNATELY, FOR THE DEGENERATES AMONGST US HERE, IT DIDN’T
WORK. IT COULDN’T BE DONE.

THE PRINTING WASN’T GOOD ENOUGH TO
PRINT MONA LISA. ALMOST IMMEDIATELY,
THIS TUG OF WAR BEGAN. SOME NEWSPAPERS
RESISTED HAVING COMICS BECAUSE THEY
WERE SO VULGAR (IBID).

COMICS WERE ONCE SO MASS PRODUCED,
MAINSTREAMED, AND CONSUMED BY CHILDREN
OR PEOPLE WHO DID NOT READ GOOD
LITERATURE OR FREQUENTED GALLERIES
THAT ACADEMICS, LITERARY, AND ART
CIRCLES PAID LITTLE TO NO ATTENTION TO
THE WORK OR THE PEOPLE WHO MADE THEM.
UP UNTIL A FEW DECADES AGO, COMICS WAS
CONSIDERED THE UNDERBELLY OF ART AND
LITERATURE (P. 21).

WHEN I WAS GROWING UP YOU COULDN’T
SAY YOU WERE A
CARTOONIST BECAUSE
IT IS LIKE SAYING,
HOW DO YOU DO? I’M
A CASE OF ARRESTED
DEVELOPMENT (P. 24).
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ACADEMICS WHO STUDY COMICS TODAY TEND TO
FOCUS ON THE END PRODUCT OF A CARTOONIST’S
WORK, RATHER THAN THE PRACTICES THAT GO INTO
BEING AND BECOMING A CARTOONIST (I.E. CHUTE,
2014; BUKATMAN, 2012).
WHEN SCHOLARS HAVE ADDRESSED THE
PROCESS OF CARTOONING OR BEING A
CARTOONIST, THEY TYPICALLY CONDUCT
INTERVIEWS OR VIEW OLD FOOTAGE OF
CARTOONIST’S IN ACTION. COMICS AND
FILM SCHOLAR, BUKATMAN (2012) CHARACTERIZED DRAWING, PARTICULARLY THE
MAKING OF BOLD LINES ASSOCIATED IN
CARTOONING, AS A FORM OF INDUSTRIALIZED LABOR, A GENDERED EXPRESSION, AND
PROOF OF GENIUS.

WHEN HE REVIEWED MCCAY’S ANIMATED
SHORT, LITTLE NEMO, HE SAID THAT THE,
'’FILM CELEBRATE THE HANDMADE IN THE
AGE OF INDUSTRIAL PRODUCTION; [IT]
REVEAL[S], YET ELIDE, THE PROCESS OF
CREATION;

[IT] ALCHEMICALLY TRANSFORM[S] LABOR INTO
ANIMA… MCCAY BECOMES AN ALMOST LITERAL
HUMAN MOTOR—A CRAFTSMAN WHO NEVERTHELESS
EXEMPLIFIES THE MACHINIC PRECISION OF THE
INDUSTRIAL AGE (P. 129).

Figure 2.1. I drew the pictures inside the dark frames based on scenes
from McCay’s animated short, Gertie the Dinosaur (Productions, C. B.
G., 2013). The scenes continue on the following two-pages.
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WHAT IS EBONY GOING
ON ABOUT!?! THIS IS
THE DANGER OF
MAKING A FAUSTIAN
DEAL. UGH! *

BUKATMAN SUGGESTED THAT MCCAY’S DRAWING ACTIVITIES
MATCHED THE BROADER SOCIOECONOMIC VALUES OF THE
EARLY TWENTIETH-CENTURY INDUSTRIALIZATION OF THE
UNITED STATES. COMICS AND THEIR SUBSEQUENT ANIMATION
TURNED DRAWING INTO ANOTHER KIND OF ASSEMBLY-LINE
WHERE, ‘[THE AUDIENCE OF 1911] WOULD HAVE BEEN WOWED
NOT ONLY BY HIS [MCCAY’S] SKILL AS AN ARTIST BUT BY HIS
ABSOLUTE FIDELITY AND EXACTITUDE.

THE HAND OF MCCAY WOULD THUS
BE BOTH INDIVIDUAL AND INDUSTRIAL, ARTIST AND ASSEMBLER,
MASTER CRAFTSMAN AND MACHINE
OPERATOR—AT ONCE A TOOL OF
BOTH PRODUCTION AND REPRODUCTION’ (P. 112). BUKATMAN DEVELOPED THIS INSIGHT THROUGH
ARCHIVAL WORK, ACADEMIC
LITERATURE REVIEWS, AND FILM
ANALYSIS. HE DID NOT SPEND
SIGNIFICANT TIME WITH CARTOONISTS TO
PARTAKE IN THE KIND OF PRACTICES THAT GO
INTO MAKING A COMIC.
* All dialogue between me and Art
Spiegelman did not actually happen.
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I INQUIRED ABOUT DRAWBRIDGE,
THROUGH AN ETHNOGRAPHIC
LENS TO ADDRESS HOW LEARNING TO DRAW WITH, AS A
STUDENT SAID, 'A CARTOONING
STATE OF MIND,’ WAS AN
UNFAMILIAR KIND OF DRAWING
FOR PEOPLE WHO WERE NOT
CARTOONISTS.

[A FAUSTIAN DEAL IS] A FRAUGHT ONE AND
A DANGEROUS ONE, A DANGER WHICH A LOT
OF YOUR QUESTIONS AND TOPICS POINT TO:
WHAT IS THIS MUSUEM THING, WHAT IS
THIS ACADEMICIZING? THE MEDIUM [COMICS] GETS TAINTED BY ITS ASPIRATIONS
TOWARD LEGITIMACY,

AND I WAS PART OF THE TAINT; I WAS
PART OF CREATING THE PROBLEM AT A
CERTAIN POINT...I USED TO APPLY FOR
GRANTS IN NEW YORK CITY AND THEY
WOULD ALWAYS MOVE ME AROUND FROM
PICTURES TO WORDS TO FINALLY MIXED
MEDIA WHERE I’D LOSE OUT TO NAM
JUNE PAIK BECAUSE HE WAS ALSO INTO
WORDS AND PICTURES. SINCE THEY
COULDN’T PUT ME INTO EITHER CATEGORY, I HAD TO BE UP AGAINST VIDEO
ARTISTS (MITCHELL & SPIEGELMAN,
2014, P. 21).
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LEARNING TO
PARTICIPATE IN
SEEING AND MAKING
IMAGES IN DRAWBRIDGE ENTAILED
BORROWING A CARTOONIST'S STATE OF
MIND.

HERE, I GIVE
AN OVERVIEW
OF WHAT THIS
BORROWING MEANT
AND HOW I APPROACHED DOING
NG
FIELDWORK.
ORRK.

I ALSO SHOW
OW
EXAMPLES OF THE
PICTORIAL DATA
GENERATED WHILE
IN THE FIELD.
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Seeing and making images in DrawBridge

HI BETH, DIDN’T
KNOW YOU’D BE
HERE TODAY.

HI EBONY*

I NEEDED A
BREAK FROM
THE OFFICE!!
WHAT ARE Y’ALL
ALL
UP TO?

UMMM... IT’S
KIND OF HARD
TO EXPLAIN, BUT
BA
BASICALLY WE’RE
DRAWI
DRAWING.
YOU’RE
YO
SSCRI
SCRIBBLING?

[MY ADVISOR]

I’M TANDEM DRAWING WITH BEN.
HE’S DRAWING A
ROCKET GOING TO
OUR FARM.

YOU GUYS
HAVE A
FARM?
RM?

WE’RE JUST
WE
PRETENDING.
PRETE

* All dialogue between me and my
advisor did not actually happen or are
loosely based on our past conversations.

WHY ARE
YO
YOU COPYPYING HIM??

IT’S SOMETHING WE DO IN
DRAWBRIDGE. PROFESSOR
KELLY AND I STARTED DOING
THIS INN THE IMAGE LAB
ABOUT
T TWO YEARS
Y
AGO. NOW
I’VE
I VE INCORPORATED
INCORPO
THIS
ACTIVITY IN MY VISUAL ETHNOGRAPHIC
NOGRRAPHIC METHODS.
ME
WHAT’S
ETHNOGRAPHIC
ET
ABOUT
THIS?
T
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Figure 2.2. Dale’s Final Project. These are
two pages from Dale’s ﬁnal spring project.

THE IMAGE LAB AND
TH
CHILDHOOD
CHILDHO ARE MULTI-SENSORY
AND ENACTED CULTURAL
SPACES WITH SPECIFIC RULES
AND RRITUALS ABOUT WAYS
OF SSEEING AND MAKING
IMAGES
IMAGES. THESE CUSTOMS ARE
UNFAMI
UNFAMILIAR TO PEOPLE WHO
ARE NNOT CARTOONISTS AND
NOT CHILDREN.
N.

OKAY, SO WHAT
IS THE CULTURE
OF SEEING AND
MAKING IN
THESE SPACES?

THAT’S A GOOD
QUESTION, WHICH
BRINGS ME BACK TO MY
APPROACH TO VISUAL
ETHNOGRAPHIC METHODS.
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I MADE THIS
DRAWING OF THE
IMAGE LAB.

FOR PAST THREE YEARS I WAS THE
PROJECT MANAGER. PROFESSOR KELLY
IS THE LAB’S DIRECTOR AND SHE ALSO
HAPPENS TO BE A CARTOONIST. SHE
AR
D
STARTED
THE IMAGE LAB TO STUDY AND
DEVELO
HE
DEVELOP PROGRAMMING RELATED TO THE
QUE
QUESTION: “WHAT IS AN IMAGE?”

I HELPED DESIGN AND
FACILITATE DOZENS OF
IMAGE LAB WORKSHOPS
FOR STUDENTS,
FACULTY, RESEARCHERS,
AND WORKING
PROFESSIONALS.
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THESE WORKSHOPS SERVED TO
EXPAND AND DIVERSIFY APPLIED
COMICS MAKING TECHNIQUES
AND PRACTICES FOR PEOPLE
WITH LITTLE TO NO FORMAL
TRAINING IN THE VISUAL ARTS.
ONE AIM WAS TO ENHANCE
OPPORTUNITIES FOR CREATIVE
REASONING IN RESEARCH AND
EDUCATION.

PROFESSOR KELLY AND
PROFE
I EXP
EXPERIMENTED WITH
HER DDAILY CARTOONING
PRACTI
PRACTICES TO CREATE A
PICTURE-BASED APPROACH
TO ACADEMIC WRITING. WE
MADE SERIOUS AND SILLY
PICTURES AND STORIES.

REGULAR ATTENDEES
REMEMBER LAUGHING A LOT.
T.
OF COURSE, THERE WERE
RE
PEOPLE WHO DIDN’T LIKE
THE WORKSHOPS TOO.
O.

I GOT
G MORE AND MORE
RE
CURIOUS
ABOUT PROFESSOR
CURI
KELLY’S
KELLY CENTRAL QUESTION
AND I KNEW I WANTED TO
STUDY
STUD WHAT GOES ON IN
THE IMAGE LAB.

Figure 2.3. Thursday Workshop Drawing. This drawing was made using multiple highly structured and
also, spontaneous, drawing questioning, and writing activities Professor Kelly and I experimented with
prior to DrawBridge. All activities were modiﬁcations of Professor Kelly's daily picture-making and
cartooning practices.
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BEFORE KNOWING
EXACTLY WHAT I
WOULD STUDY, I KNEW
THAT I WANTED TO
MAKE COMICS AND
SHARE THEM WITH AN
ACADEMIC AUDIENCE.
IT SEEMED ONLY
RIGHT.

Figure 2.4. Comic Fieldnotes.
The following four page are
from one of the notebooks
I kept during Thursday
workshops that happened
a couple years before
DrawBridge. At the time,
I was experimenting with
different ways to maintain
participants' anonymity in my
comics.

RIGHT? WHAT
RIGH
ONLY SEEMED
RRIGHT?
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WHATEVER KIND OF RESEARCH
ARCH I
ENDED UP DOING, MY METHODSS
AND ANALYSIS SHOULD FOREFRONT
IMAGES IN THE TRANSLATION.
I THINK OF THE SITUATION AS
AN ETHICAL ISSUE. PROFESSOR
KELLY IS A CARTOONIST.
THE IMAGE LAB, AS YOU CAN
PROBABLY GUESS BY THE NAME,
FOCUSES ON IMAGES. HOW COULD
I DO RESEARCH THAT REVOLVED
AROUND THE IMAGE LAB AND
NOT MAKE IMAGES AN INTEGRAL
PART OF MY METHODS AND
ANALYSIS?
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TAUSSIG (2011) EXPOUNDED
UPON THE NOTION OF WITNESS TO SHOW HOW DRAWING
FIELDNOTES IMPACTS
MPACTS AN
ETHNOGRAPHER’S RELATIONS
RELATIONSHIP
TO THE FIELDSITE
SITE AND THEIR
SUBSEQUENT
UEENT ANALYSIS.
THE USEE OF
VISUAL METHODS,
LIKE DRAWING,
IS NOT UNIQUE
IN ETHNOGRAPHIC
RESEARCH.

HE WROTE:
IF I SAY THAT MY DRAWING IS AN ACT OF
WITNESS, WHAT I MEAN TO SAY IS THAT
IT ASPIRES TO A CERTAIN GRAVITY BEYOND
THE ACT OF SEEING WITH ONE’S OWN EYES.
TO WITNESS AS OPPOSED TO SEE, IS TO
BE IMPLICATED IN A PROCESS OF JUDGMENT- EVEN IF THE COURSE BEFORE WHICH
ONE IS CALLED TO BEAR WITNESS IS (HOW
SHALL I PUT THIS?) IMAGINARY. . . THAT
IT’S (DRAWING) AT LEAST HALFWAY POETRY,
LANGUAGE WITH A DIFFERENCE, LANGUAGE
HALFWAY TO WORDLESS SONG. (PP. 71-72).
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TAUSSIG (2011) WROTE
TE
ABOUT A FULL-BODY EXPERIENCE AND IMMERR
SION WITH DRAWING
G
THAT SOMETIMES HAPPPENS TO THE PERSONN
WHO DRAWS.

I’ NOT ENTIRELY CLEAR
I’M
ON HIS UNDERSTANDING
NDING
ABOUT DRAWING. WHAT
I DO KNOW IS THAT
HAT HE
WROTE 173-PAGES BASED
ASED ON
ONE PICTURE HE DREW
REW FOR
ABOUT FIFTEEN MINUTES.
INUTES.
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A GRAD STUDENT NAMED RAMONAA
MADE A BUNCH OF THESE DRAWINGS FOR HER FINAL PROJECT.
SHE TRIED TO IMITATE THE WAY
SHE REMEMBERED DRAWING WITH
PRESCHOOLERS IN THE BELUGA
CLASSROOM AT THE WALLBROOK
SCHOOL. SOMETIMES SHE’D TALK TO
A CLASSMATE AS SHE MADE THEM
AND NEVER ACTUALLY LOOKED TO
SEE WHAT SHE WAS DRAWING. HER
ARM AND HAND SEEMED TO BE IN
IND OF TRANCE.
A KIND
NICE!
OH,
LOOK AT
THIS!

ANYWAY, I THINK
AN
TAUSSIG WROTE ”I
SWEAR I SAW THIS”
TO SHOW HIS LOVE FOR
THE WRITTEN WORD,
WHICH OCCASIONALLY
TAKES THE FORM OF
A PICTURE SO AS TO
REMIND HIM OF HIS
CAPACITY TO DO THIS
THING CALLED BEARING WITNESS.

Figure 2.5. Grad students ﬁnal projects expounded upon their experiences with
preschoolers. Some included aspects of their intellectual pursuits. I incorporated their
projects in my analysis to show the wide-range of experiences and interpretations about
learning to participate in preschoolers' ways of seeing and making images.
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OKAY. WHAT DOES
TAUSSIG HAVE TO DO
WITH YOUR RESEARCH?

CARTOONISTS
ISTS
DRAW A LOT
MORE.

Figure 2.6. The Mouse. A
preschooler named Autumn
and a grad student named
Raquel drew this picture
together during free-choice
play. The drawing is part of
a story Autumn told about a
mouse eating so much cheese
that it popped. They drew at
the same time Autumn told
the story.
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A CARTOONIST’S WAY OF SEEING AND MAKING IMAGES IS PARTLY TANGLED UP WITH
THE MASS-PRODUCTION OF PICTURES.. MAKING
COMICS CAN TAKE A LONG TIME. MOST MAINSTREAM COMIC BOOKS ARE MADE BY DIVIDING
UP THE LABOR AND USING A COMPUTER. THERE
ARE WRITERS, PENCILERS, INKERS, COLORISTS,
LETTERS AND COVER DESIGNERS. THERE ARE ALSO
A LOT OF CARTOONISTS WHO DO EVERYTHING
THEMSELVES. IMAGINE MAKING A TWO-HUNDRED
PAGE COMIC, WHERE EACH PAGE HAS SIX PICTURES, IF NOT MORE. SOMETIMES, THE PROCESS
CAN TAKE MANY YEARS..

Figure 2.7. Princess
Sandwiches. Raquel drew
this picture as Benjamin
told her the story. The
drawing and storytelling
happened simultaneously.
Benjamin watched Raquel
draw as he told the story.
Raquel drew and asked a
question about his story.

PROFESSOR KELLY DOES
EVERYTHING HERSELF AND
WITHOUT THE AID OF A
COMPUTER. IMAGE LAB
ACTIVITIES FOLLOW THIS
LABOR-INTENSIVE DISPOSITION TOWARD MAKING.
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Figure 2.8. A Book About Flight. A grad student named Luke, collected this drawing made by a preschooler
during free-choice play. Professor Kelly asked us to document stories and drawings using sticky notes. This
one says: [Andrew] making this while we (3 or 4 of us) were ﬂipping through a book about ﬂight.

WELL, YOU REALLY
HAVE TO LIKE DRAWING TO DO SOMETHING LIKE THAT.
I’M NOT A DRAWER. I
COULDN’T DO THAT.
AND, UH, WHAT ARE
YOU DOING?

I’M GETTING THEM
READY FOR A GALLERY
SHOW AT THE LAB.
PROFESSOR KELLY HAS A
REVOLVING,
REVOLVINNG, STREET-LEVEL GALLERY
GALLE DISPLAY OF
CHILDREN’S DRAW
DRAWINGS.
WINGS.

AND, YES, YOU COULD
AN
DRAW
DRA AND MAKE COMICS.
IC THAT’S ONE OF
THE REASON’S WHY PROFESSOR
FESS KELLY STARTED
THE
TH LAB - TO GET
PEOPLE
PE
WHO THINK
INKK
THEY
THE CANNOT DRAW
RAW TO
O
DO JUST THAT.
T AT.
TH

SO, YEAH, AN INTENSE FOCUS ON ONE
DRAWING, LIKE IN
TAUSSIG’S APPROACH
(2011), WOULD BE A
BIZARRE, IF NOT OFFENSIVE, WAY TO SEE
AAND MAKE IMAGES
IN THE LAB.
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Figure 2.9. Rocketship. This is a page from Rae's ﬁnal project. Rae
combined a preschooler's story, her academic research, and drawings made
by preschoolers and herself to make this page.

I ENJOYED READING
TAUSSIG’S BOOK (2011),
BUT I HAD TO BE CAREFUL.
HIS DRAWING PRACTICE
IS QUITE UNFAMILIAR
TO DRAWING IN THE LAB
AND WITH PRESCHOOLERS.
I TRIED TO ILLUMINATE
THE CULTURE OF DRAWING
IN DRAWBRIDGE WITH
MY APPROACH TO VISUAL
METHODS.

SO WHAT
DID YOU
END UP
DOING?

WELL, I WORKED WITH PROFESSOR KELLY
TO CREATE A PARTICIPATORY VISUAL
METHODOLOGY OF DATA GENERATION AND
ANALYSIS IN THE COURSE DESIGN. GRADUATE
STUDENTS, PROFESSOR KELLY, AND I DREW,
WROTE, AND MADE FIELD NOTES ABOUT
OUR EXPERIENCES OF DRAWING WITH
PRESCHOOLERS IN THE COMICS MAKING STYLE
PRESENTED IN THE COURSE. THIS APPROACH
EMPOWERED MOST OF US TO IDENTIFY
THE UNSPOKEN (MIS)UNDERSTANDINGS
IN OBSERVATIONS, ACTIVITIES, AND
CONVERSATIONS.
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Figure 2.10. Plans. This is a page from
Iona’s 'zine. The assignment was to
make a 'zine using original pictures and
texts produced in class. Professor Kelly
and I came up with the assignment. We
did these little projects before splitting
our time in preschool classrooms.

INTERESTING. . . SO
WHAT’S THE CULTURE
OF DRAWING FOR
PRESCHOOLERS?

I HAD A FEELING
YOU’D ASK THAT
QUESTION. I GIVE
A MORE DETAILED
RESPONSE IN THE
HE
SECOND PART OF MY
DISSERTATION.
TATION.

WHAT I CAN DO
NOW
IS SHOW HOW
N
I AAPPLIED COMICS
IN MY
M METHODS.
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Chapter 3: (Ethno)Graphic Methods

EMERSON, FRETZ, AND SHAW (1995) CREATED A USEFUL AND PRACTICAL GUIDE FOR NOVICE RESEARCHERS
TO APPROACH THE TASK OF WRITING ETHNOGRAPHIC
FIELDNOTES. THEY SURVEYED THE BREADTH OF WRITING
OPTIONS THAT RESEARCHERS SHOULD CONSIDER BEFORE,
DURING, AND AFTER SPENDING TIME IN THE PLACE
AND WITH THE PEOPLE WHO ARE THE FOCAL POINT OFF
THEIR STUDY. THE SCHOLARS SHOWED THE COMPLEXITY
ITY
OF DOING FIELDWORK AND THE IMPACT A SEEMINGLY
NGLY
SIMPLE CHOICE SUCH AS, FROM WHAT PERSPECTIVE
IVE DO
YOU WRITE AND WHEN, MIGHT HAVE ON THE KIND OF
DATA AND ANALYSIS A RESEARCHER CAN PRODUCE.
RODUCE.

PICTURING FIELDNOTES ALSO IMPACTS WHAT KIND OF RESEARCHER OR
RESEARCH PARTICIPANT ONE CAN BE
AND BECOME. CASTAÑEDA (2006) SAID
THAT ETHNOGRAPHERS SHOULD ACTIVELY ADDRESS THE POSSIBILITIES
FOR HOW THEY CAN BE RESEARCHERS
WITHIN THE BROADER CONSTRAINTS
OF ACHIEVING LEGITIMACY IN ONE’S
ACADEMIC FIELD.

I ALSO BELIE
BELIEVE THAT ETHNOGRAPHERS SSHOULD RECOGNIZE
HOW THE RE
RESEARCH TOOLS AND
THEORETI
THEORETICAL LENSES THEY USE,
SHAPE AAND ARE SHAPED BY THE
FIELDSITE,
IELD
RESEARCH PARTICIPANTS, AND THEMSELVES. THIS
IS AN OVERVIEW OF WHAT PICTURING FIELDNOTES, THROUGH
A COMICS MAKING PROCESS,
ENTAILED AND HOW THIS ACTIVITY IMPACTED ALL PHASES OF
MY RESEARCH.
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Comics in Academia

It is well established in academia that comics is a literary genre warranting its own program of study. As evident in a
variety of disciplines, comics are typically objects of study used to pursue scholarly inquiry in the humanities, arts, and
social sciences (Bukatman, 2012; Chute, 2014; Howard & Jackson II, 2013).

In the ﬁeld of education, scholars
have examined the use of comics
in the classroom (Norton, 2003),

historicized the reliance on
textual modes of instruction
(Hassett, 2006),

and analyzed how students make comics as
a means for empowerment, self-expression,
and identity work (Boatright, 2010).

Recently, scholars have also studied the potential value in comics making as an analytical
tool in qualitative research (Katz, 2013; Sousanis, 2015; Weaver-Hightower, 2013).
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Some studies use comics making to simplify research
for wider readership (Berns, 2015; Larimer, 2015),

(I redrew this comic from Berns, 2015)

explain pragmatically how to do qualitative research (Galman, 2013),

(I redrew this comic from Galman, 2013, p. 27)

cope with the stress of doing ﬁeldwork in unfamiliar places (Katz, 2013),

(I redrew this comic from Katz, 2013, p. 767)

employ curricular modiﬁcations (Hay, Williams, Stahl, & Wingate, 2013),

(I redrew this comic from Hay, Williams, Stahl, & Wingate, 2013, p. 488)

and create data made by research participants (Guillemin, 2004).
Stella had rheumatic fever as a child
and reflected on the impact of this
on her life today.

(I redrew this comic from Guillemin, 2004, p. 278)
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Bennett’s (2014) dense, visual essay, presents comics
making as a form of analysis for her geography research.
She experiments with comics making to analyze,
interpret, and present theoretical framings of existing
scholarship.

(I redrew this comic from Bennett, 2015, p. 3)

Similarly, Sousanis’ (2015) scholarship
outlines a theoretical framing for including
comics making in academic discourse.
However, his work does not expound on how
comics making might impact existing modes of
research nor specify how comics modify current
tools for data generation such as ﬁeldnotes,
interviews, or coding methods .

(I redrew the ﬁgure on the above, right from Sousanis, 2015, p. 80)

The potential of comics making as a research method remains
under-theorized and under-studied.

Figure 3.1. At my desk. This single
comic panel on the right shows me
working on how comics making
impacted my research process
and transformed existing forms of
research such as ethnography and
Multimodal Analysis (MMA).
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Comics Making Approach to Multimodal Analysis (MMA)

I DESCRIBE HOW MY COMICS MAKING APPROACH TO
MULTIMODAL ANALYSIS (MMA)
IMPACTED HOW I DESIGNED
MY STUDY, GENERATED MULTIMODAL DATA, CONDUCTED
ANALYSIS, AND SHARE MY
WORK. THROUGH COMICS MAKING, I PRIVILEGED MULTIPLE
MODALITIES OF MEANING
MAKING THROUGHOUT ALL
ASPECTS OF INQUIRY.

1

Comics making approach to MMA

Corporeal
Responsiveness

2

Change over
Time

VISUAL
Movement
TEXTUAL
Comics making showed
change in corporeal
responsiveness over time
and in relation to abstract
concepts such as agency,
power, and identity.

T V E I X S T U U AA L L

Comics making unified the
visual and the textual with
body-sensory perception.

3
Inhabitation

Empathy

Ways of
Knowing
Affect
Comics making emphasized
movement, affect, empathy,
and ways of knowing. The
approach shifted MMA away
from a stance that culture can
be observed as readable text.

4
Shared
Space
Shared
Activity

Shared Production
of Meaning
Participants generated
multimodal data - such as
drawings - as part of their own
meaning making experiences,
rather than to be read by me
for meanings, intentions, or
the use of signs and symbols.
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Multimodality of Ethnography
Qualitative researchers who examine how people form and engage in multimodal worlds recognize the importance of the
senses and affect in meaning making (O’Halloran, 2011; Oksanen, 2008; Parks & Schmeichel, 2014). With a multimodal
analytic lens researchers examine how people make meaning about themselves, others, and the environment through
multiple modes such as writing, ﬁlm-making, music making, and picture making (Gee, 2011a, 2011b; Kress, 2009).

These modes combine and interconnect in a variety of ways through media, such as books, ﬁlms, pictures, and songs
to create and disseminate cultural knowledge. Derived from social semiotic theory, a multimodal perspective extends
linguistic-based analyses to the visual, auditory, and embodied. MMA experiments with words by translating images,
sounds, and bodies into another kind of text. Other modes are incorporated into research as additional artifacts, and
parallel elemental structures of verbal and textual grammar (Gee, 2011a, 2011b).

Gee and Kress (2009) suggested the purpose of MMA is to draw out these underlying structures to better understand
how people make meaning and communicate. Through a multimodal lens, Kress deﬁned the senses as predetermined,
universal, and distinctive. People use their ﬁve biological sense faculties to get to know their environment. These senses
bring aspects of the world inside a person so that she can make meaning about her surroundings.
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Rather than question the ﬁve biological sense faculties as a particular Western cultural construct that may not align
with the knowledge about sense perception of other groups, Kress universalizes the ﬁve sense framework (Pink, 2011).
Of these ﬁxed, sense faculties, both Kress and Gee (2011a, 2011b) privileged sight perception when using MMA. For
example, Gee deﬁned images in a conventional sense; images are either static, like a painting, or moving, as in a movie or
video game. He then compartmentalized images to sight perception: “When you want to analyze an image, start by asking
yourself what are the ‘elements’ (parts) in the image out of which it seems to be composed. Take any element that seems

to be an important ‘part’ out of which the whole image is composed. This will change for various images you choose
and in terms of what you want to analyze” (Gee, 2011b, pp. 187-188). Images do not exist beyond the visual. Words and
images juxtapose one another and could be understood separately. Gee, along with Kress (2009), ignored how images
might relate to other sense faculties, a possibility I attempted to address with comics.

Figure 3.2. Picasso Demonstrates Painting. This comic sequence, which began on the previous page, is of Pablo
Picasso. I made this sequence based on my ﬁeldnotes of a DrawBridge class held at the Image Lab. During a class
discussion, Professor Kelly played parts of a YouTube video (Julia3happy, 2011). She spliced short videos of Picasso, a
physicist, and a girl using various marking instruments. As we watched this video, students drew in the notebook, made
handwritten class notes, gazed out of one of the three ﬂoor to ceiling windows, ate candy from one of the lab’s candy
baskets, and laughed at Professor Kelly’s remarks about Picasso. The rich multi-sense and multi-genre experience
being of the Image Lab while viewing the video extended image-making practice beyond seeing with ones eyes.
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Coupling multi-sense modality with comics making
The places where I did my research–the Image Lab and three early childhood centers–images were not necessarily ﬁxed
material objects, conﬁned to sight perception or limited to the Western ﬁve biological senses model. At the Image Lab,
images were described as a place for experiences. At the early childhood centers, image making extended beyond the
use of marking instruments (pencil and paper) were commonly part of uninstructed play and pretend. While I draw upon
elements of MMA–such as the multimodality of knowing–in my ethnography, I also align with Pink (2011) and question
how ethnographers who use MMA “divide modes up as functioning through speciﬁc sensory routes” (p. 5). By making
comics, my analysis uniﬁed the visual and textual with body-sensory perception.

1

Corporeal
Responsiveness

2

Visual-textual
uniﬁcation

3

Inhabitation

4

Shared production
of meaning

Figure 3.3. Comic ﬁeldnote. The comic
excerpt on the left is a page from my
expanded ﬁeldnotes. To create this sequence
I meshed student drawings and their ﬁrstperson written narratives about being with
preschoolers with my own pictorial ﬁeldnotes,
end-of-course interviews, and other students’
pictorial translations of what transpired.
While cartooning, I had to physically move
my body and re-express emotional responses
of the event. By making comics I attuned to
how bodily relations generate knowledge. The
four ways comics making impacted all phases
of my research included how I present my
ethnographic knowledge to academic audiences
and how the reader might experience my work
in a pictorial format.

Pink (2011) also noted that researchers who use MMA tend to think about ethnography as a fundamentally observational
practice where “culture is readable as text” (a Geerztian notion of culture). Notably, Pink (2004, 2009) highlighted a
shift away from these assumptions in recent multimodal ethnographic methods, including her own research practices in
sensory anthropology. Although the theoretical rationale for these contemporary methods vary, Pink wrote that researchers
understand ethnographic practice as “learning in and part of the world and seeking routes through which to share or
imaginatively empathize with actions of people in it” (p. 11). Rather than uphold a classical view of ethnography as
observational and textual, newer multimodal methods seek ways to emphasize movement, affect, empathy, and meaning
making as well as challenge static, predetermined notions of human perception.
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For example, when Myers’ (2015) did ﬁeldwork in protein crystallographer laboratories she used a sensory and
affective ethnographic lens to describe scientists’ gestures as a kind of “essential dance” in creating protein structures.
She illustrated–using literal and colorful textual translations–how scientists’ rhythmic movements are also important
components for making laboratory knowledge and becoming a scientist. Myers offered a sensory saturated and affective
continuity to her theoretical framing, which included the phenomenological works of Mearleu-Ponty (1968, 2002).

Figure 3.4.Scientists’ bodywork. The
drawing of the left is my illustration
of Myers’ ethnography (2015). She
shows how producing laboratory
knowledge labors the entire body.

Parks and Schmeichel’s (2014) also experimented with existing MMA and multi-sensory methods. They foregrounded
body relations and gesture to better understand power dynamics in their research interviews. They stated that a rationale
for text-based translation stems from the enduring use of in-print formats as the norm for representing research and
scholarship to broader audiences. Parks and Schmeichel cited comics as a potential way to represent multimodal data, but
believed that current examples of comics making in empirical research use up too much page space for analysis. They
aligned with an assumption that words convey meaning about phenomena more efﬁciently than non-verbal modalities and
that communication is the primary function of picture-making in research. I made comics to experiment with how this
practice might be a means to experience and think through my multimodal ethnographic work on a corporeal plane that
highlights movement, affect, imagination, and ways of knowing. My process translated speciﬁc themes, such as agency
and vulnerability, using a pictorial code and foregrounding my own multi-sense modality in analysis.

Figure 3.5.Preschool Fireﬁghters. The four
panel comic above is from my expanded
ﬁeldnotes. In this sequence, I show how I
must imagine myself as the person or thing
I draw to render the scene. This form of
pretend operates on a corporeal plane as
inhabitation. I must move and contort my
body to cartoon the sequence. These bodily
forms of knowing impact my understanding
of abstract terms such as agency.
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Inhabitation in comics making
I must inhabit what I draw to make comics. Comic making
calls attention to movement and affect in an imaginative form
of dwelling. By making comics I put myself in a unique and
precarious position to experience a liveliness in my research
that carries over into the ﬁnished comic. Comics making
uniquely requires (re)imagining lived experience through inhabitation. The graphic journalist Joe Sacco has observed:
I just don’t know if I have the strength to do
anything like that [Footnotes in Gaza (2009)]
again because it was repulsive doing that book…
drawing is a weird thing because you just inhabit
everything you draw. And that means you sort of
have to appreciate holding up a bat to hit someone over the head. You have to appreciate holding up your arm to stop the bat. And you kind
of have to go through the motions of it so you
can get the shoulders right as it turns up…When
you’re drawing, you can’t put yourself out of it.
To get it better you have to be in it. Drawing is
harder than hearing it. Drawing is a lot harder
than being there (as quoted in Wilson, 2013, pp.
151-152).
Also, cartoon scholar and theorist, Hillary Chute (2014),
asked established cartoonist, Allision Bechdel, about inhabitation:
One of the things that I’m really keen to talk to
you about is this idea of inhabitation. I heard Joe
Sacco use the word inhabitation a couple of times
this morning, this idea of what happens when
you draw someone. And is it a kind of inhabitation of their gesture, for example. What does
it mean to draw someone and to draw someone
with a certain degree of attention, where you are
paying attention to their body and their movement and their psyche? I know that you have a
pretty interesting procedure, in which you set up
photographs that you pose in. Could you tell me
about that? (p. 206).
In response Bechdel said:
Yeah, I just–(laughter). It’s almost an aerobic activity sometimes– I do this for almost all of the
ﬁgures I draw. I pose. Sometimes I put on
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costumes if I feel like I need to... As Joe said, it
gives you this weird insight into the character...
As I am doing these poses which are really just
quick drawing aids, there is a kind of interesting
emotional thing that happens as I have to impersonate these characters (as in Chute, 2014, pp.
206-207).
While drawing and making comics during my research, I
moved and contorted my body to gain a literal and tangible
sense of abstracted phrases and words I heard while in the
ﬁeld such as “I don’t know how,” “We can do this!”, “Frustrating,” and “Uncomfortable.” Inhabitation extended my
analysis to include sharing in the production of corporeal
forms of agency that emerged during ﬁeldwork. Corporeal
responsiveness in research matters–and particularly in studies that directly involve people–because empirical knowledge
is also created through embodiment, affect, and movement
(Haraway, 1988; Myers, 2015). Comics making was an explicit means for me to show and experience these more tacit
ways of knowing about complex terms like agency, identity,
and meaning making.

Figure 3.6. Inhabitation. The six panels above show how I move to depict the movement and affect
of those in my comic. The drawings below express the liveness I experience by making comics.
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Generating Multimodal Data
Course work
As part of the Image Lab course and study design, DrawBridge students, Professor Kelly, and I regularly reinterpreted–
through iterative drawing activities–our individual and collective experiences with preschoolers. The following comic is
of a DrawBridge activity. Professor Kelly assigned this exercise to prepare students to draw preschoolers’ stories. She read
“The Creature of the Black Magoo,” a story told by a ﬁve year-old in Vivian Paley’s book, Wally’s Stories (2002). Iona, a
graduate student who participated in this study, drew the featured panels.

Once upon a time there was a ship. It
was night time. Everybody was sleeping
inside the ship.

Then the people in the ship woke up.
They saw the princess was all gone. A
man on the ship got in a diver’s suit to
go ﬁnd the princess.

A policeman shot him but it didn’t
hurt him.

There was a princess there. Then two
ugly hands came on the boat.

He went underwater in a cave where
the princess was. While he was looking
around, the Creature of the Black
Magoo grabbed his neck and choked
him. He died.

A policeman came and took him
to jail.

It was the Creature of the Black Magoo.
He took the princess underwater into a
cave. Then it was morning.

Then the Creature of the Black Magoo
broke the ship all up. He ate up the
princess.

Then he broke out of jail.

He bit the policeman
and he died.
Figure 3.7. The Creature of the Black Magoo. To do the activity, Professor Kelly asked
students to draw a spiral while she read the story aloud for the ﬁrst time. Then, she read
the story three more times as students drew scenes of what they heard on at least ten
index cards. She told students to spend no more than two- to three-minutes sketching
each card. For homework, students could add more detail, ink, and color. Professor
Kelly made a short, silent movie out of the comics and showed it in class the following
week. The movie was accompanied by instrumental music. Original images are in color.
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Following Pink’s (2009) multi-sensory ethnographic work, I also strove to treat my research as a “production of meaning
in participation with [research participants] through a shared activity in a shared place” (p. 12). Shared production of
meaning in my research meant in part that Professor Kelly and I participated in class activities along with students
enrolled in the course. For example, the pictures below were made by me, graduate students, and Professor Kelly during a
class activity. For this activity, graduate students and Professor Kelly drew pictures of what they heard as each of us read
the short narrative we wrote about what happened that Monday while with preschoolers. We wrote this short narrative
during a weekly, ﬁfteen-minute writing exercise all students and Professor Kelly did together, immediately after spending
two hours with preschoolers. Each early childhood center reserved a space for us to write a ﬁfteen-minute narrative of
happened that day and draw four, three-minute pictures. Professor Kelly asked us to refrain from rereading or editing our
narrative and pictures until directed by her.

Figure 3.8. Coursework. These pictures were produced by me and several DrawBridge students. The pictures on the left were
produced by me as part of a homework assignment. I completed most coursework, including homework, as a way to participant in
meaning making about the course and the Image Lab as well as time spent with preschoolers.
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Figure 3.9. Gifting pictures. I
made this single panel comic
as part of the daily homework
assignment to draw for thirty
minutes each day. DrawBridge
students regularly shared their
drawings with one another as
part of the course requirement.

As each person read their narratives aloud in class, everyone else drew a picture of what they heard for three-minutes (we
could always decline to read aloud). After everyone read, we gave each of our pictures to the person whose story incited
the particular drawing. Each person ended up with eleven pictures drawn by their classmates. We arranged the drawings
on the work table and walked around the room to look at them. Then, we redrew the pictures for homework and used
them to create a picture book that included segments from the original narrative. This was a way to invite all DrawBridge
students to participate in the ethnographic meaning making about drawing with preschoolers and being in the course.

Figure 3.10. Carly copies Dale’s drawing for homework. The two drawings above are another example
of the classwork and homework activity I described in this section. Dale, a graduate student, drew the
picture on the left as he listened to Carly, another graduate student, read her written narration about being
with preschoolers. Carly drew the picture on the right as part of the homework assignment to redraw the
pictures your classmates made of your narration. Carly’s picture is originally in color.
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Pictorial Fieldnotes

Comics making changed how I asked questions about my fieldsites (see Appendix C). I adopted Barry’s
(2008, 2010, 2014) approach to visual drawing and writing while in the field. This pictorial and sequential practice blended conversations from the field with participants’ (including Professor Kelly’s and
my own) affective responses and bodily movements. My approach also situated experiences in the field
with broader socio-cultural and historical contexts. I routinely asked myself the following during fieldwork:
Where are you?
What time of day or night does it seem to be?
Where is the light coming from?
What kind of light is it?
What's the temperature like?
Who else is in the image?
What are you doing?
Why are you there?
What does the air smell like?
What are the sounds you can hear?
What are the objects around you?
What is directly in front of you?
When you look to your right, what’s there?
................left, what’s there?
................behind you, what’s there?
.......below and around your feet, what’s there?
................above you, what’s there?
Expanding ﬁeldnotes5

I expanded my initial
fieldnotes by doing a series of
short, iterative drawing and
writing exercises (i.e. story
boarding scenes, Brunetti,
2011).
I drew, wrote, and/or made pictorial,
descriptive lists for thirty-minutes to four
hours after every class held at the Image
Lab and visit to an early childhood center.
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I used comic layout elements from John Pham (2007) to make this comic sequence.
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what multiple modalities–such as discourse, body
movement, marking instruments–do on a corporeal
plane and what these effects achieved rather than
what they signified.
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I translated students’ written work as comics
by combining their own drawings with other
students’ comic translations and my own
drawings. I pictorially and textually noted
how my body moved as I made the comics.
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A comics making approach to interviewing
As part of my comics making approach to extending MMA, I conducted non-verbal and movement interviews with
preschoolers and graduate students. These strategies included tandem drawing, mimicking styles of play and pretend, and
showing participants their own or other people’s handmade work. I used these methods to experience participants’ bodily
movements and potential affective responses throughout the duration of the study. I also attended to our surroundings by
asking myself the questions listed at the beginning of the previous section.
I tandem drew with preschoolers and graduate students and paid attention to body movement and affective
expressions. With preschoolers I asked, “Can I copy you?” when they were drawing during free play. I adapted this
approach after spending several months in the ﬁeld playing with them. When graduate students were collaborating with
preschoolers, I played them by using a similar approach. I asked them: “Can I play with you?” I then followed their lead
in how they wanted to play with me. I also entered into children’s play by playing on my own–stacking with wooden
blocks, making train tracks, creating cardboard monsters, pretending to be a monster, or setting up a birthday party. I
played alone and waited for preschoolers to ask me, “Can I play with you?” When graduate students were at the Image
Lab for Wednesday classes, I also incorporated similar activities, such as tandem drawing, so that graduate students,
Professor Kelly, and I might experience each others’ way of moving while drawing (see Appendices A and B).
Interviewing Ben

Figure 3.11. This is Just Pretend. This three panel comic sequence comes from my
expanded ﬁeldnotes. During play time I asked Ben, a preschooler, if I could play with him.
He said, “Yes.” I helped him make a rocket out of the recycled materials located in the art
area of the preschool classroom. Sometimes, preschoolers told me that we were pretending
when I played with them. When I asked Ben about where the farm was located, his facial
expression became ﬂat, he stopped working on the rocket, and said, “This is just pretend.
There’s no farm.” Ben’s response restructured our encounter. In one sense, he positioned
me as someone who does not know him well enough to know when he is pretending. He
also situated me as someone who does not know how to pretend the way he does.
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THE FORCED BODILY AWARENESS AND
MULTI-SENSORY SENSITIVITY IMPACTED WHAT
KINDS OF QUESTIONS I ASKED DURING INTERVIEWS. I HAD TO ATTUNE MY BEING IN THE
ETHNOGRAPHIC INTERVIEW TOWARDS MOTION,
EMOTION, AND SENSORIMOTOR FEELINGS
WITH THE INTENTION TO DRAW AND MAKE
COMICS AS PART OF MY FIELDNOTES. THIS
ORIENTATION IS AN UNCOMMON STRATEGY
FOR ETHNOGRAPHIC INTERVIEWING. RESEARCHERS WHO USE INTERVIEWS, WHETHER WITH
CHILDREN OR ADULTS, TEND TO EMPHASIZE
SPEECH AND GESTURES ONLY AS COMMUNICATIVE AND SYMBOLIC ACTS TO TRANSLATE THE
INTERVIEW EXPERIENCE AS TEXT.

SOME SCHOLARS WHO EXAMINED THE DIFFICULTIES IN
INTERVIEWING CHILDREN (DOCHERTY & SANDELOWSKI,
1999; EINARSDÓTTIR, 2007; KORTESLUOMA, HENTINEN, &
NIKKONEN, 2003; SEIDMAN, 2013) OFFERED INTERVENTION
STRATEGIES THAT FOCUS ON HOW TO GET THE CHILD TO
SPEAK IN PARTICULAR WAYS OR TO BETTER INTERPRET WHAT
THE CHILD SAYS. CONCERN IS OVER REFINING THE VERBAL
ARTICULATION OF EXPERIENCE. HOWEVER, WITH MY INTENTION TO MAKE COMICS, I ASKED MYSELF AND GRADUATE
PARTICIPANTS QUESTIONS THAT FOCUSED ON PICTURING
THE INTERVIEW AND THEIR NARRATION SUCH AS WHAT DID
THE AIR FEEL LIKE, WHAT WAS BEHIND YOU, WHAT WERE YOU
WEARING, AND WHAT DID THE LIGHT LOOK LIKE.

Figure 3.12. Interview
Sketch. I drew this
single-panel comic on
the left immediately
after my interview with
Natalie. While drawing
this scene from my
interview, I asked myself
the questions I listed in
the pictorial ﬁeldnotes
section.
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Part 1: The First Five Weeks of DrawBridge
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Study Design
Primary Question: How do graduate students, preschoolers, the instructor, and I become agents in
DrawBridge’s visualization practices? I drew upon Holland and colleagues’ (1998) notion of figured
worlds, or the socially and culturally constructed realm of interpretation whereby a person’s sense of
themselves as an agent emerges in particular events. Both the IL and childhood are multi-sensory
and enacted cultural spaces with specific rules and rituals about ways of seeing and making images.

Graduate student participants2

Fall
Semester

Ten students enrolled in the fall
semester course. All opted to
participate in the research.

Three opted to repeat the course in
the spring. Another three decided
to take the instructor’s other spring
picture-making course.

Five had taken a previous
class with the instructor.
Four have a BFA or MA
in the visual arts.

Spring
Semester

Twelve students enrolled in
the spring semester course.
Eleven opted to participate
in the research.

Two enrolled in the instructor’s
picture-making course for the
upcoming fall.

Six have taken a previous
class with the instructor.
Seven have a BFA or
MA in the visual arts.

2
I used comic layout elements from John Pham (2007) to make this comic sequence. I blacked out faces in a parallel way Pham drew his comic to
consider how I literally draw participants into my research. All facial characteristics and style of dress have been altered to maintain anonymity.
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Graduate student recruitment process

The recruitment of graduate participants involved indirect methods only. Since I was not a teaching assistant
for the course and had no influence on student grades, I did all of the recruitment. Professor Kelly was not
present while I spoke about the research component for the course and invited students to participate in the
study. Recruitment was a semi-conversational, question and answer setting. It occurred twice: 1) in the
beginning of the semester to obtain consent for audio-visual recordings, fieldnotes, and collection of all
work produced to satisfy the course requirements during Monday class sessions at the early childhood
centers and during Wednesday class sessions at the Image Lab and 2) at the end of the semester to obtain
consent for semi-structured interviews. Recruitment took place in the Image Lab at the beginning of class.

One to two graduate students
were placed in each participating
preschool classroom.

Most graduate students spent two-hours a
week with preschoolers, typically during a
single morning visit. The time spent together
included snack and free play times.

Morning schedules at
each center varied. Most
included indoor and
outdoor play times, as
well as open snack time.

Professor Kelly asked graduate
students to follow the preschoolers
lead. Graduate students also wrote
and drew about the experience.

Although all students had the
option of visiting the preschoolers
beyond the course requirement,
only five graduate students did so.

Grad students also met
weekly at the IL for two
and a half hours to share
Monday events and do
picture-making activities.
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Chapter 4: Timing and Laughter

FOR THE FIRST FIVE WEEKS OF
DRAWBRIDGE, ALL OF OUR CLASSES
WERE HELD IN THE IMAGE LAB.
WE EXPERIMENTED WITH WAYS
TO DRAW WITH ONE ANOTHER
AND WITHIN THE GENERAL CONSTRAINTS OF THE IMAGE LAB’S
PICTURE-MAKING ACTIVITIES. WE
ALSO USED THESE WEEKS TO GET
A SENSE OF WHAT WE MIGHT DO
WITH PRESCHOOLERS.

BEING IN THE IMAGE LAB
EXPOSED US TO, AS NOUR
SAID, ’’A CARTOONING STATE
OF MIND.’’ PROFESSOR KELLY
CONDITIONED US ON HOW
TO DRAW ALMOST ANYTHING,
IN FRONT OF ALMOST
ANYONE, WITHIN MINIMAL
TIME, AND WITH LITTLE
RESERVATION.

WE DREW HUNDREDS
OF PICTURES. WE
WROTE DOZENS OF
STORIES. WE LISTENED
TO DOZENS OF OTHER
PEOPLE’S STORIES, AND
THEN DREW DOZENS OF
PICTURES OF WHAT WE
HEARD. WE DREW ON
TOP OF EACH OTHER’S
DRAWINGS. AND WE
TANDEM DREW.

THE PEOPLE IN THE
LAB WERE BECOMING
A CERTAIN KIND OF
PICTURE-MAKER.
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Timing in a Cartoonist Laboratory
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Last week, Professor Kelly showed us the opening
sequence of a short documentary of the cartoonist, Saul
Steinberg, drawing in his studio. I remember watching the
camera pan across Sternberg’s grassy, deciduous tree ﬁlled
yard. The camera showed us his white, weathered lawn furniture—a small round table and two chairs—underneath a
large, leafy tree. Then it cut to another view of the yard
from the entrance view of the cartoonist’s studio. Birds
chirped in the background. Next, the camera meandered
over to Sternberg’s cluttered desk. We saw ink bottles, rulers, glue scissors, paper, pens, pencils, and ink brushes. The
cartoonist, clad in a green polo shirt, was at his desk. His
chest hovered over a large, white sheet of paper. The camera lingered a little above and behind Steinberg. We could
not see his face. He stretched his left hand across the paper
and used his thumb and index ﬁngers to put out his lighted
cigarette. With a dip pen in his opposite hand, Sternberg
reached across the paper again and plunged the pen in a
small ink-well. He began to draw and narrate his morning
routine:
I have the appetite to make a drawing, everything looking at me—paper, ink, pencil,
and so on—then I start sometimes making
a hand holding a pen and making a drawing. This gives me time to think of what
drawing this pen is going to do. I also want
these moments to lose the responsibility
of the drawing. It’s not I who makes this
drawing. It’s that hand that I draw who
makes it. I blame it on it. But this way I
have a certain freedom, a certain lack of
responsibility. I can always blame it on the
hand that I draw. Of course, it’s mine. It’s
a game, but I want to be sure that what I’m
doing comes more spontaneously, comes
more out of my own needs and not out of
my own desire, volition, plan, or plot (Garramedia, 2013).
The camera zoomed in on Steinberg’s drawing hand,
dip-pen, and paper. We watched his hand draw a hand, a
pen, then a simple proﬁle of a face and a body. Next, Steinberg moved his hand crossed the page and drew a three-sided rectangular shape that started at the drawer’s eye and
ended about two and a half inches below the drawer. We
watched as he made swirls and smooth lines.
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In DrawBridge, constraining activities to a speciﬁc
amount of time was a way to create the conditions for students to lose the responsibility of the drawing. Timed activities put students in a situation where there was not enough
time to think about what to draw. There was just enough
time to resist the urge to stop drawing before the designated
minutes ended. Figuring out time balanced the drawing act
between the feelings of constraint and freedom. Time limited what kind of drawings students could make.
Louisa, a fall semester student said during an interview, “All those exercises I thought was, like ‘oh wow!’
like, ‘This is amazing!’ like, I was not always able to do it.
Like, when it was fast drawing I was like, ‘I don’t know
what to do!’ But it helped me to do just, anything. Like, the
class structure didn’t allow us to freeze, kind of. To get like,
to think too much about it because we had like one-minute to drawing something. So I was like, ‘Whatever!’ So I
remember those like, really intense sections.” Louisa and
I sat across from each other in the storage closest of Professor Kelly’s classroom located on another part campus.
She moved and gestured her body and change the tone her
voice when she spoke. Louisa re-animated drawing in the
Image Lab through the frantic ﬂicks and twists in her arms
and wrists, her tensed shoulders, and her expressive facial
expressions. Her motions and emotions showed me what
drawing in the Image Lab felt like for her during the ﬁrst
several weeks of the course.
The structured time also gave an excuse to draw
without an obligation towards a ‘good’ or ‘bad’ picture. As
Professor Kelly said, “No one can make a ‘good’ drawing
in thirty-seconds.” If no one could make a good drawing,
then no one could also make a bad one. The need to draw
partly came from wanting to fulﬁll the course requirements.
Drawing also came from a desire to share in the disclosure
of a mood that emerged with the act of drawing in the lab.
What is the mood that emerges? There is no speciﬁc
word to give it.
Professor Kelly oftentimes explained the mood
through stories, “I start to think about what this way of
working, which has been my rink for a really long time,
it’s as if you have this one rink that you’re already able to
skate. And what this class is about is ﬁnding this other one,
which you use anyway. But it’s expanding that part. So, it’s
a different way of looking at drawing.”
Evidence for the emergence of a mood and the capacity to partake in its disclosure were rendered through shared
picture-making activities (drawing, for example) in the lab
and individual responses toward the act such as using an
eraser, scratching out lines, drawing over the same line
again and again, and noticing how another person reacts
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when they look at a picture. The mood was sustaining a
shared sense of presence, watching for what happens in the
pictures one draws (or sees) as one draws, feeling the aliveness in a hand-drawn line, seeing the writing in drawing
and the drawing in writing, feeling no difference amongst
the act of making autobiographical, ﬁctional, or non-ﬁction
work, and delaying the desire to critique, plan or anticipate
what form a drawing should take.
Professor Kelly was deliberate in the amount of time
she allowed for certain drawing activities. She wanted students to know what drawing without stopping feels like and
how much they could draw in different amounts of time.
Professor Kelly also improvised her general timing structure to better acclimate students to the high rate of production that goes into making comics without overwhelming
them. Her in-the-moment decision for how many drawings
to do without stopping (1 to 10 pictures), how much time
(30-seconds, 1-minutes, 2-minutes, 3-minutes, 7/12-minutes, etc), and how much drawing space (index cards glued
into notebooks or a page in a notebook divided in half or in
quarters) to give for a speciﬁc activity seemed effortless.
Yet, as a sometimes facilitator of DrawBridge, I
came to realize that a lot of experience fed into each of her
decisions about time. Too much or too little could quickly
change the collective class mood. I could feel moments in
my facilitation when I got the timing right and when I got
it wrong. With too much time people sighed, shook their
hands and arms to keep them from cramping, retrace the
lines they already made, or stopped drawing altogether.
With too little time, people’s bodies squirmed in their
seats, students hovered their pens above the page before
making a mark, looked at what other people were doing,
or tensed their bodies and edged closer to the paper. Sometimes, as I gave instructions on what to do, I could not decide on how much time to give and I looked to Professor
Kelly to make a ﬁnal call.
Also, none of the students knew when we were
about to draw or the theme of what we would draw until right before drawing. In guiding some of the class activities in the lab, I came to realize that this not knowing
of what will be drawn was also part of the facilitator experience. There were situations when Professor Kelly or I was just as caught off guard by, for example, a
two-minute drawing on an index card, as DrawBridge
students felt. And we laughed along with others. She or
I could imitate the mood that emerged while drawing in
this shared spaced. During these moments, I could draw
without aloofness, reservation, or an imposed hierarchical
way of thinking about what kind of picture I should make.
Habituating to the rhythm of drawing in DrawBridge
took time and a sustained daily practice. Although, timing
activities were meant to suspend judgment in the moment
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of drawing, this disclosure did not always carry over in other activities and not everyone partook in this understanding. The shared experience was not constant or universal. A
range of emotions emerged as students became accustomed
to this ﬁrm constraint for ﬁlling up their notebooks. During
the third week of class, after we ﬁnished another variation
of tandem drawing, Abby said to Professor Kelly, “My
problem is drawing faster, you know. I didn’t ﬁnish any of
them [six, three-minute index card drawings]. I mean, not
even to the point where you’re really seeing anything.” She
laughed. We were on a ten-minute break and a handful of
students stayed in the lab.
Professor Kelly said, “But that’s also part… that’s
also what you’re learning to draw is the timing part. Like,
if you haven’t drawn in a long time and you don’t really…
so that to me counts. You go, ‘oh hell,’ that’s why the timer’s nice for the three-minutes.” In this moment, she redirected Abby’s need to critically and negatively self-reﬂect
upon how she draws. Professor Kelly assured her that her
problem was not a problem but what happens sometimes.
This perceived problem was part of the feeling that might
emerge in drawing using these particular ways of seeing
and making images. The point was to keep drawing even
during moments one felt they could not draw fast enough.
Ramona, a classmate who was sitting next to Abby,
said, “I ﬁnished a three-minute drawing and it’s only been
a minute. And I’m like, okay, I now have to add stuff.” She
hunched her shoulders, leaned against Abby, and smiled.
All three of them laughed when they looked at the drawing
in Ramona’s notebook.
Attuning oneself to the timing of drawing meant
to notice when the feeling of being present and absent
emerged. Later, as we glued our drawings into our notebooks, Professor Kelly said, “This class is an awareness
of how your mind works and how thinking works and
about being present and absent. It’s not like you have to
be present all the time. I don’t know if you’ve ever gone
out with someone who’s present all the time, but it’s really
exhausting… I hope you experienced, just because you had
to get this done [six, three-minute index card drawings],
that as you started moving your hand, parts of the drawing
would appear that you didn’t necessarily expect. That kind
of drawing when you’re in the ﬂow of it. The sensation I
think of is this: I’m either like kind of on a water ski, like
‘Woooooooo,’” she pretended to be on a water-ski with an
arm up in the air, “‘the image! Got it all together now!’ And
then the water-skis stop and I go again. And then I have to
tow the boat to go. So when drawing, feeling like I’m towing the boat, that’s always going to be there.”
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Time can do what?
Timed activities were part of the rituals and rules in this cartoonist’s laboratory. To make a picture under a temporal
constraint took a transformation of the senses to apprehend what counted as drawing in the Image Lab. Drawing required
changes in ways of seeing. Visual perception in this situation included, as Taussig (1993) wrote in citing Walter Benjamin,
tactility and as Nour, a graduate student who took DrawBridge in the spring semester, said, “loosen[ing] this rigid sense of
self.” As each of us ﬁgured out how to partake in this disclosure, drawing had the power to provoke students, me, and Professor Kelly on a corporeal and sensuous plane. It could trigger, as Stoller writes about sensuous approach to ethnography,
“powerful array of cultural memories” (Stoller, 1993, p. 47).
Stoller drew upon Buck-Morss’ work on the sensuous dimensions of a cinematic experience, to discuss the unity of
cognition, the body, and material surroundings. Buck-Morss studied audience members’ emotions and motions while watching a movie. She noted how the audience “jumped at the sight of an oncoming train, they panicked at the sight of a smiling
severed head” (as cited in Stoller, 1993, p. 46) because they were not consciously aware of the cinematic screen as an object
that displays experiences separate from themselves. Stoller wrote:
Buck-Morss argues that ‘it took a certain transformation of the senses’ for people to apprehend the cinema
screen. Indeed, she suggests that the ‘surface of the cinema screen functions as an artiﬁcial organ of cognition. The prosthetic organ of the cinema screen does not merely duplicate human cognitive perception,
but changes its nature.’ In other words, the cinema is able to project universal images that are synesthetic
shocks to the senses (ibid).
The rules and rituals of drawing in the Image Lab, such as time, brought forth a parallel synesthetic shock to the senses
with an important difference. Rather than watch images move across a screen in a seamless narrative sequence, a person
who draws a sequential story makes and watches simultaneously. To draw in a ﬁsh-bowl style room that looked out onto
the corner of a highly trafﬁcked sidewalk and street, in physically close proximity with other people, and under the timed
and material constraints of the lab when one had not drawn in years or even decades was amazing. The situation stirred a
range of affective responses and actions that impacted one’s capacity to draw. DrawBridge students, Professor Kelly, and I
became vulnerable to the images that we produced and risked the potential synesthetic shock to our senses as we drew. This
difference was acute in formal post-secondary schooling where, “the intelligible power of the text has been eclipsed by the
sensible power of the image” (p. 47).
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Laughing, Seeing, and Making Images

DrawBridge just spent the ﬁrst hour and a half of
class drawing. In one activity, Professor Kelly had us fold
a scrap sheet of printer page with at least one blank side
in a four-by-four rectangular grid. Then she asked us to
draw lines along the folds of the paper using a black ﬂair
pen. In the upper side of each rectangular space we wrote a
kind of person—nurse, plumber, evangelical, professor, cat
person, dog walker. Professor Kelly did not care what we
wrote. We only had 10-seconds to write something before
she said pass and we handed the paper to the person on our
left and took the paper from the person on our right and
repeated the process—write a kind of person in the next
space. When all of the rectangles had something written on
top, she told us to pass two more times. Then she gave us
one-minute to draw the person underneath the label in the
upper, right rectangle. When ﬁve-seconds remained, Professor Kelly counted down, “5…4…3…2…1” and said
pass.
We passed the paper to our left. She said one-minute
and we drew the next person in the blank space, and so on.
And suddenly people began to laugh. Dale laughed
when he saw the pimp that Iona, the person to his right,
drew. Ramona laughed because she did not know what to
draw for Congosaurus Rex. We drew and passed our papers every minute until all of the rectangles were ﬁlled. At
the end, people massaged their hands and relaxed back in
their seats. Some let out a big sigh and chuckled. Professor
Kelly laughed and said, “Alright, let’s get up and take a
look at these.” Chairs squeaked. People moved their backpacks to create a narrow walking path. First silence. Then
laughter. And some comments.
“There’s a lot of dicks in these drawings.” Luke said
while laughing, “and a lot of boobs.”
“I know.” Ramona said. She threw her head up and
laughed. Dale laughed a long, staccato chuckle. We spent
twelve-minutes looking at these pictures before we returned to our seats.
Professor Kelly did a little math, “sixteen pictures a
page times twelve people, we just created 192 characters in
less than twenty minutes! Isn’t that wild!?!” She laughed.
Ramona nodded vigorously.
We just spent an hour doing something that most
of us have not done for a long time—draw, in public, and
then spend signiﬁcant time looking at each other’s pictures
without critical commentary or reﬂection. We also laughed
a lot.

Figure 4.1. Drawing Round Robin. This is a sample from the
drawing jam round robin described in this section. Everyone
contributed to each drawing produced during the round
robin.
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Professor Kelly laughed ﬁrst when she told us to get
up and take a look at the pictures. She laughed hard and
long. For some people, her laughter was an invitation to
laugh too. The intrinsic expression of sound and movement became a compass for one way to look at our pictures, for how to respond to the shared experience of drawing and looking.
Laughter in DrawBridge was an integral part of the
picture-making activities used to ﬁll-up our notebooks.
Professor Kelly, students, and I laughed for reasons that
extended beyond an intrinsic sensorimotor response to
something funny.
The expression is complex and marks a physicality in cognition. Laughing emerges in an entanglement of
cultural norms, hierarchical social positions, shared and
individual memories, physiological functions, physical
movement, communication, emotion, material surroundings, contagion, and evolutionary adaption.
When Professor Kelly, DrawBridge students, and I
walked around the table, spent time with each drawing,
and laughed, we expressed what Holt (2010) and Glenn
(2010) called shared laughter. Holt analyzed shared laughter during phone conversations. She noted that, “shared
laughter precedes the introduction of a new topic/activity
sequence, thus forming the end of the prior topic” (p. 1524).
Shared laughter denotes a shared understanding about the
transition from one story or topic to another. Holts noted,
in referencing Jefferson (1979), that people invite one another to laugh by laughing ﬁrst. When a person responds
to another’s laughter or to what someone said with laughter that person is “essentially backward looking; [she]
responds to the prior laughter or laugh invitation without
adding further topical matters. Thus, whether or not it is
used to propose closure, it may be constituted as an appropriate juncture for the introduction of a new matter by
subsequent turns” (Holt, 2010, p. 1524). Holt understood
conversations as patterned sequences that can be broken
into smaller, individual parts. Laughter is a segment in an
utterance sequence. However, she did not include people’s
social positioning or material surroundings during shared
laughter.
Glenn (2010) analyzed shared laughter in the context of social positioning during employment interviews.
When people engage in a conversation, different social
and institutional ranks unevenly distribute authoritative
power. During employment interviews, “—laugh invite,
share laughter, (possible) extension, return—are skewed
by role, reﬂecting the rights and obligations of interviewers

Figure 4.2. Drawing Round Robin. This is a sample from
the drawing jam round robin described in this section.
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and interviewees. They suggest a general pattern, but participants vary the pattern to adapt to local contingencies
and activities they are managing (physical environment,
projected next activities, sequential ambiguities, etc.)” (p.
1496).
The ﬁrst laugh, “do[es] something other than invite
recipient laughter” (Glenn, 2010, p. 1486). An employer who laughs ﬁrst, may not be received by the prospective employee as an invitation to laugh and do so with
a mutual and symmetrical understanding. People might
interpret another’s laughter as hostile, strategic, or ambiguous. A person might also laugh out of discomfort,
ambivalence, or transgression. In these situations, Glenn
noted that shared laughter distracts people from the
current topic. Laughing pauses or shifts the conversation. The act can be part of a concerted effort to reposition oneself and redistribute power in the conversation.
In DrawBridge, everyone laughed at some point
during the classes held at the Image lab. We laughed in
ways that Holt (2010) and Glenn (2010) analyzed as the
pragmatic dynamics of a conversation. Professor Kelly
often told stories and shared personal anecdotes to transition between picture-making activities, explain reasons
for speciﬁc instructions on formatting (i.e. drawing a
frame or drawing a spiral), and end or begin a longer lecture on her inquiries about the image.
“I remember like laughing or just going around the
table and cracking up. And Professor Kelly is hilarious.
My stomach would hurt from laughing so much.” Caitlyn
said when I did a video interview with her a month after
the spring course ended. When people laughed during the
ﬁrst several weeks of class, Professor Kelly often initiated the laughter by laughing ﬁrst.
In an interview I did with Farin about ﬁve and a half
months after spring iteration of DrawBridge ended she
said, “I remember we laughed a heck of a lot and I really, really, really, found that refreshing. And I’m also in a
class right now where it’s also humorous, not just a humorous, but the idea of laughter is embraced in the classroom.” She drew in her notebook as she spoke. We were
sitting side-by-side in the Image Lab.
“And there’s been a lot of classrooms where it’s not
and it’s just really, really boring. And also, not just laughter in general, but the idea to laugh at yourself and to laugh
at something that is truly funny and that it’s okay. And so,
what I really liked when we would go around and we would
look at each other’s drawings after we had done some kind
of activity or things we brought in [homework] and people
would laugh. And, um, Professor Kelly set that standard,
Figure 4.3. Laughing. The following three-pages
are some of my ﬁeldnotes of people laughing while
looking at each other’s work.
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I think by,” Farin paused, stopped drawing and looked at
me, “no one talked, we would just point at things and then
we would laugh or giggle or make use of body language to
talk about what we felt about something that we saw. And it
wasn’t, it wasn’t a value judgment as though something else
was better or worse than that. It was just that experience.”
Professor Kelly’s laugh invitation helped establish that the
expressive response as a normal part of drawing.
The complexity of laughter also makes it dangerous.
The response can provoke anger, hostility, ambiguity, harmful judgment, and destructive transgression; particularly
in social interactions where people must navigate uneven
power dynamics, such as teacher/student relations. Professor Kelly was in an authoritative and institutional role. She
also carried the baggage of an uneven history with more
invisible notions of power akin to Foucault’s genealogy
of prisons in Discipline and Punish (Foucault, 1995). The
situation of being in DrawBridge was particularly precarious because most laughter came from making and watching pictures in a highly visible, intimate, and public workspace.
Similar to pragmatic approaches toward laughter,
education researchers (Banas, Dunbar, Rodriguez, & Liu,
2011; Garner, 2006; Korobkin, 1988; Wanzer, Frymier,
1999) tend to reduce laughter to what is said rather than
what is seen, how people move, or what is felt. Laughter is
examined as an expression comprised of body, brain, and
environmental constituents that interact with one another.
Each component can be studied independently.
Holts (2010) and Glenn (2010) also understood
laughter without the body. They reduced the expression to
an effect of conscious judgment. Laughter was a signal of
the labored efforts inside one’s head. Similarly, Bryant and
Aktipis (2014) and McKeown, Curran, McLoughlin, Grifﬁn, and Bianchi-Berthouze (2013) studied laughter without
the mind. Bryant and Aktipis examined how people recognized differences in tonality between spontaneous and intentional laughter. McKeown and colleagues documented
body movements when people laughed while sitting and
standing.
In post-secondary education research, laughter has
been discussed in terms of instrumentality and humor. Researchers have examined the usefulness of humor in the
classroom and described what kinds are appropriate for
learning, “humor is an appreciated teaching tool for college instructors, and is an integral component for student
learning if instructors are using it appropriately, constructively, and in moderation” (Lei, Cohen, & Russler, 2010, p.
331). Laughter is a way to govern the body in the classroom
through stress relief, emotional management, relationship
building, and ampliﬁed productivity.
In DrawBridge, when we walked around the table to
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look at each other’s pictures without verbal critique, emotion and motion were integral to the experience and how
people made meaning about what counted as drawing in the
lab. Not being able to place the laughter in a deﬁnitive linguistic-based utterance sequence or in relation to individual
subject positions unsettled some people.
“It seemed like, and this could be my own skewed
perception of not being a good artist, it seemed like everyone was really competitive with one another. Or they were
very interested when we would walk around and do the,
uh, looking at each other’s drawing or work. There were a
few people who would always look at their drawing while
someone’s there and kind of be like, ‘do you like it?’ And
uh, everyone would look so long at the really good one’s,
like yours and Abby’s. Like, who else was amazing? Well,
everyone’s was really good but, there were some that like
everyone just stared at because it was just soooo amazing.
And there were some images that people just passed by.
And I’d noticed just being behind someone and they would
just walk by a picture. And I was like, ‘uhhh ohh, I wonder if they were doing that to mine too. That’s one thing
I remember like, ‘oh God, I’m not good enough.’” Olena
said.
Though I believe my class drawings were ordinary
and did not stand out from pictures made by other people, I
think my social positioning affected how some people saw
my images. I was the ethnographer, lab assistant, and DrawBridge co-facilitator. People’s perceptions of other’s higher
(and, perhaps, desirable) social position turned my ordinary
drawings into extraordinary ones. Olena and Haley, for example, believed what I drew was better or, at least, closer to the standard for how pictures produced in the course
should look. I addressed the extent to which unavoidable
hierarchical relationships caused undo stress on DrawBridge students, Professor Kelly, and me by not grading
any of the work or knowing who consented to participate
in the research until after the semester ended and grades
were processed. These dynamics still inﬂuenced the notion
of critique put forth in the course. Although Professor Kelly
stressed a class culture of no critique, some students read
each other’s affective responses, such as laughter, to try to
make distinctions between a good and bad drawing.
Xavier, who was getting an MFA in painting, said, “It
was great to see other people’s drawings. Professor Kelly
was right, people are really afraid to draw in front of other
people. When I’d see other people’s drawings, I’d think,
‘God I’m an MFA student and I feel like the worst one here.
This changed over time. You get a lot out of looking at other people’s drawing and hearing their stories.” Abby, who
also has a formal visual art background said, “At ﬁrst, my
drawing was more ego-driven. I wanted to be really precise
and make good drawings ‘cause I wanted other people to
see that I could draw well. It wasn’t conscious. It was like,

104
‘I need to be able to draw well,’ you know. I’m in art! I
should have the skill but, I didn’t enjoy drawing that way
and that puts a layer of baggage that is unnecessary. And so
it changed over the course of the semester where I became
more interested in using drawing as a way of thinking. And
it deﬁnitely made me see daily life differently.”
The rule of no critique is an uncommon tenet for a
post-secondary institutional setting. Some DrawBridge participants tried to read one another’s body movements and
affect as they looked at the pictures. For those who laughed
while also reading bodies and emotions, laughter simultaneously emerged with, “playful and cooperative intent,
implicit preferences, encrypted knowledge, [and] group coalitions” (Bryant & Aktipis, 2014, pg. 334). Some students
came in and out of this awareness of who was laughing at
what, particularly when they perceived laughter as a means
to assess a drawing.
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Chapter 5: X-Page Writing
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X-Page Writing

Figure 5.1. PRICO.
The following
pictures were drawn
by DrawBridge
participants.

“I am on the playground at my school in San Juan at recess
time. I’m in fourth grade and new here because my family
just moved to Puerto Rico to live with my grandparents.

And I don’t understand Spanish for the most part,

I don’t understand why we moved or
have to live with my grandparents.

which is one more thing that makes me different.
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The other kids call me “Americana” in a scary way
even the ones who are American themselves but,

they’ve been here a long time so they can do that.

The teachers call me “Americana”
also and are impatient and angry.

My brother is in 9th grade at this school
and already on the football team,

but I am not allowed to tell anyone that
we’re related or to be within 10 feet of him.

At recess, I mostly stand in a corner, watching
other kids run on the gravel dirt and try not to
get carsick from the exhaust fumes outside.
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Some big kid stops in front of me,
carrying a red kickball and says a
really fast sentence in Spanish.

The kid rolls her eyes, sighs and says loudly, in English,
“I SAID, I’m going to beat you up, Americana!”

It doesn’t even make sense but they walk away
shaking their heads at the dumb Americana.”

Other kids are watching. I say “What?” thinking
maybe they just want to know how much time
we have left for recess, but I know that isn’t it.

Having to translate their threats seems to really
aggravate them. I say the only thing I can usually
think of in this situation which is, “Shut up!”
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First day of x-page writing

“Alright. So, I’m going to tell you a little about the
writing part of the class. I’m going to be showing you this
method of writing that I learned how to do when I was
nineteen. And I’m ﬁfty-nine now and I haven’t been able
to wear it out. But ﬁrst, I’m going to tell you how the class
works.” A couple of people write in their notebooks as
Professor Kelly talks, some draw or color, and some watch
her. I draw lines in my notebook and look around the room
from time to time.

RAQUEL WROTE, ’’BEING AMERICAN
IN PRICO,’’ DURING A SEVENMINUTE, IN-CLASS WRITING
ACTIVITY. SHE READ HER STORY
OUT LOUD, IMMEDIATELY AFTER
WRITING IT. EVERYONE ELSE
MADE A THREE-MINUTE DRAWING
OF WHAT THEY HEARD. RAQUEL
GLUED THE PICTURES IN HER
COURSE NOTEBOOK. I COLLAGED
ALL OF THE PICTURES WITH THE
STORY AS SHOWN IN THE THREE
PREVIOUS PAGES.
WE LEARNED PROFESSOR
KELLY’S PICTURE-BASED
APPROACH TO WRITING,
WHICH SHE LEARNED
FROM HER TEACHER
DECADES AGO. THIS
SECTION DETAILS THAT
PROCESS WITH REGARD
TO LEARNING TO SEE
AND MAKE IMAGES IN
DRAWBRIDGE.

Professor Kelly did not teach toward a speciﬁc
aesthetic picture-making style, all stories and pictures were
welcomed in her class as long as they were made using
the materials and general guidelines she outlined in the
course. Yet, her lecture and instructional styles were living
examples of what kind of pictures were possible through
speciﬁc material and productive constraints. Professor
Kelly weaved personal stories, movement, silliness, song,
sensibility, rigidity, spontaneity, and scholarship into her
lectures and picture-making instructions. Most pictures
produced in this class had bold lines and simple shapes,
though the kinds of lines and shapes varied amongst people
and activities.
“So one thing about this class is no electronic devices
are in the class that are active. So, if you want to use the
phone or anything, you will have to do that out in the hall.
In this classroom, we write. Reading is always voluntary.
There will be a time when I’ll just ask if someone wants
to read. Sometimes, I will call someone’s name. You are
always free to say pass, okay.” She pauses for a moment
and looks at everyone.
“But the way it works is, we’ll write together and
then I’ll ask if someone wants to read. But the way I run
my class is, when the person who’s reading, you can’t look
at them while they’re reading. What you have to do is, you
have to draw a very tight spiral.” She pretends to hold a
pen in her right hand and moves her arm in circles. Her left
hand is close her right and faces palm out towards us. Her
left hand holds the pretend paper steady.
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Drawing a spiral
“Actually, go ahead and open your
comp book and start to do it.” Chairs squeak.
Paper sounds ﬁll the lab. Professor Kelly puts
a white-board maker in her hand.
“The idea is that you try to draw the line
as close, here’s the beginning of it, as close
to the other line without touching and, ” she
draws the spiral from the inside out, “if it’s
touching you get electrocuted and you don’t
want to get electrocuted” she says. Her tone is
a little serious. A few people laugh and some,
ones who have already taken a class with Professor Kelly, begin to draw their own spirals.
Professor Kelly continues to draw a spiral on
the white-board.
“Actually there’s something to that,
about trying to get people to draw. It happened
when I was at a design conference giving a
talk. And uh, there were all these artists there.
And usually, when I’m at those conferences,
I uh, bring my ink brush ink stone and ink
stick. And I just start painting. And so, I love

showing people how to use these old Chinese
tools. And, for the most part, when I do this and
hand somebody the brush, most people will take
it ‘cause they want to try it and try the line. Um,
at this design conference, I couldn’t get anyone
to try the brush. Like, I’d hand it to someone,”
she stops drawing her spiral and turns toward the
class.
“And they’d go, ‘no, no, no, give it to Richard. He’ll do it,’” she changes the tone of her
voice to sound like a woman born and raised in
rural Minnesota. Students laugh. Some stop drawing their spiral and look at her. Others laugh while
making their spiral.
“‘No, no, no, give it to Mary Anne. She’ll do
it,’” Professor Kelly lowers her voice.
“And I realized they were scared because
they were all artists. They were scared to draw in
front of each other. So I said there was this cool
game, which I was making up right then, um and
I did it with lines it was similar…,” she points to

Figure 5.2. Spiral. Example of spirals
drawn in students’ course notebooks.
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her spiral, “how close can you get the line to the
other line without touching and, if it touches, you
get electrocuted. The minute I said you’ll get
electrocuted, they all wanted to do it,” Professor
Kelly moves her right arm and hand in long slow
vertical lines as she faces us. Her left hand and
arm follow her right like a guide. She gestures
her head in rhythm with her arm and hand movements.
Professor Kelly embodied the stories she
told to give us insight on what kind of pictures
we were learning to make and see. Her body
movements were more than the gestures a person
makes when they speak. Professor Kelly communicated her story in ways that speech alone could
not convey. Her gestures parallel the analysis McNeil (1992) gave about hand movements during
conversations.

Figure 5.3. Spiral. Example of spirals drawn
in students’ course notebooks.
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Professor Kelly pretends to hold a sheet of paper in front and waves her writing hand in front of it and says, “And
that to me was an important clue because, what happened was, that…that possibility of even getting pretend electrocuted
turned the paper into a place where something could happen versus a thing that is either a good drawing or a bad drawing.”
Students continue to draw a spiral. Some have turned the page to start another one.
“So when the person’s reading, all we do is make a spiral. And we’re listening. And when that person is ﬁnished
reading, I say good. And then I ask if somebody else wants to read. The class really does depend on people reading out loud.
That’s kind of how the momentum of the class comes about. Um, but after the person reads, the only thing that we say is
good. In fact, you can’t discuss anything you’ve heard in this class with the person who’s read it, at least not at ﬁrst. So, even
if they’re writing about living in Pittsburgh on uh, Snerno Street to visit their Aunt Bertha and you go, ‘Oh shit,’” Her voice
becomes raspy and matches her surprise facial expression. Her body scoots in place.
“‘I have an Aunt Bertha in Pittsburgh who lives on Snerno Street!’” Students chuckle.
“And, you’re like shaking because you want to talk to them so badly,” Professor Kelly balls her hands into ﬁsts, stiffens her body, and hunches her shoulders.
“You can talk to them about that
in May. But for right now, the idea is to
let the work kind of be around, to pay
careful attention to it, and, uh, to sort of
let the back of the mind…I don’t know
another good way to put it, to come forward. You know, one of the things in
most writing classes, people read and
then instantly people start to talk about
what was read. And, oftentimes, when
something that is not very old at all, it’s
sorta like a baby just being born. And
everybody’s going, ‘I don’t know about
that baby’s posture or,’” Professor Kelly adds a nasal tone to her voice, “‘that
baby looks like it doesn’t have great potential or you know what would make
that baby better,’” Dale stops drawing
his spiral for a moment and laughs. He
put his palm on his chest and leans back
against his seat. His face scrunches and
smiles. Professor Kelly laughs too.
“So, there’s something about, uh,
and I remember when I was in school.
And when it was time for me to comment, the only things I wanted when I
had a comment was for the teacher to
know how smart I was and for some guy
or chick in the room to want to make out
with me.” Haley cackles loud and hard.
Everyone laughs.

Figure 5.4. Spiral. Example
of spirals drawn in students’
course notebooks.
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“Those were my only goals. I really didn’t care about the work. I was trying to like,” she lowers her voice, sticks out
her chest, pretends to hold her boobs, and struts in place like a peacock, “look, look here I am!”
“And what started… so while people were reading, before people were done I was coming up with my brilliant comment. One of the things that starts to happen when we get used to drawing and writing around each other and paying careful
attention, one of the things that starts to happen is, because we’re not going to have to comment critically on the work, we
stop manufacturing that critical voice. And that’s one of the great, one the of most important tools you can have as a writer
for yourself because when you’re writing, um, you guys have all had that experience of it’s going good, it’s going good and
then, oh no,” she puts her hands in her head and shakes it back and forth, “it sucks, it sucks, it sucks. And this is a way to
prolong… not to prolong but to keep the writing moving forward.”
“Alright,” Professor Kelly says. Her tone is short and commandeering.

Figure 5.5. Spiral I.
Example of spirals
drawn in students’
course notebooks.
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“Turn to a clean sheet of paper. On the left hand side, number one to ten. I want you to skip a line as you go. So you’ll
write a line and there will be a blank line, and then write another line so the page looks doubled-space.” She looks at her
hand in the air and mimics the movement of writing every other line.
“It’s really important for you to double-space for a lot of reasons.” Professor Kelly says, “one, it makes it more legible. The other has to do with this new rink that we’re going to work in. Part of that involves your hand and part of that
involves the motion of your hand. You give yourself a little more room for your hands to move. So, when you skip a space,
your hand and eye can kind of see it. It has a little more space to ﬁll in and there’s also this blank space. So, what starts to
happen is that, just visually, it’s going to look different from any other kind of writing that you do. So, whenever you do this,
this is the certain kind of writing that’s the X-page writing.”

Figure 5.6. Spiral II. Example of spirals
drawn in students’ course notebooks.

“So you’ve numbered your paper from one to ten. Let’s go ahead and start our
spiral. For the ﬁrst week or so, we’ll stick with spirals but, eventually your spirals
will turn to something else. And as you’re working on your spiral, I want you to
turn your attention to the top of your head and hold it there.” I look at her for a
moment and at other people in the lab. Olena hunches her back and leans in close
to the page. Ramona rests her non-drawing hand on her notebook and her head
on top of her hand. I uncross my legs and concentrate on drawing my spiral.
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“Move it to your forehead,

the bridge of your nose,

your jaw,

and then your temples,

your upper lip,

the nape of your neck,

and then the back of your skull,

the roof of your mouth,

your throat,
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shoulders,

move it down to your sternum,

your collarbone,

your shoulder blades,

and then your rib cage,

your belly,

and down your spine, all the
way to the base of your spine,”

chairs squeak and feet
shufﬂe, “and hold it there,
hold your attention there,

your hips,
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your thighs,

calves,

elbows,

knees,

your shins,

soles of your feet, hold your attention on the soles of your feet,

upper arms,

forearms,

and hands…
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And then, Professor Kelly says,

“You’re sitting here with us,

but you’re also out walking in a ﬁeld at dawn.

Figure 5.7. Rumi Poem
Illustration. This is an example of a
DrawBridge assignment. Professor
Kelly asked us to do cartooning
exercise 3.1 from Ivan Brunetti’s
book, Cartooning: Philosophy and
Practice (pp. 37-38) for homework.
In the following class, we made
a little book by combining the
pictures with the Rumi poem she
recites before we write. These are
Iona’s drawings.
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You are the animal we hunt, when you come with us on the hunt.

You’re in your body like a plant is solid in the ground,

yet you’re wind.
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You’re the divers clothes lying empty on the beach.

You’re the ﬁsh.

In the ocean are many bright strands and many dark
strands like veins that are seen when a wing is lifted up.
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Your hidden self are blood in those,

those games…Ha! I mean, those veins that
are like lute strings that play ocean music,

not the sad edge of surf but the sound of no shore.”
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A multi-sensory experience
Figure 5.8. X-page. Example of an X-page
drawn in a student’s course notebook.

“What time of day or night is it
in this image,” she says, “just let the
image tell you and I’m sure you’ve
pretended this lots of times so this is
just one time.” Professor Kelly pauses.
“And in this image, what season
does it seem to be. Go ahead, and
write that down.” Professor Kelly
pauses for about ﬁfteen-seconds.
Almost everyone writes with the
cheap, black ﬂair pen she gave us on
the second day of class. The felted
tip makes a light scratching noise
that ﬁlls the ﬁsh bowl room and almost drowns out the trafﬁc buzzing
down the busy street next to the lab.
“Doesn’t it make a nice line?”
She said the ﬁrst time we used these
pens together. As an addition to the
student supply kit, Professor Kelly
asked us to buy a box of twelve of
these pens. In class, she taught us
how to be thrifty and thriftless with
picture-making materials. We wrote
with cheap pens that had a particular
feel to them and caused a less controlled line. The ﬂair pen we write
with now costs around ten dollars
for a box of twelve and makes a varied line that responds to the amount
of pressure and speed a person uses
to make marks. The ink is also water-soluble.

“What season does it seem to
be,” Professor Kelly says, “go ahead
and write that down.” Another pause.
“Where are you? Where is this
scene taking place? Are you in the basement? Are you in a tree, in a car?” She pauses again.
When I learned how to facilitate the timed, X-page writing, Professor Kelly told me to sometimes recite Twinkle,
Twinkle Little Star to myself before saying the next question. The pacing served to ease the task of moving one’s pen for the
entire time without stopping.
“And where is the light coming from and what kind of light is it? Is it coming from the incandescent bulb in the ceiling? The sun? It’s coming from somewhere.”
“And what’s the temperature like in this image? And what’s the air smell like?” She asks us multi-sensory questions
about a memory to show us to how think about it in a picture-form. This pretend telephone call transformed seeing in ‘the
mind’s eye’ as an embodied experience that also impacted how some engaged in their present surroundings.
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When I asked Farin what she remembered about the classes held in the Image Lab, she said, “Another thing I remember is the extraordinary attention to detail it cultivated in my life where I thought I was detail-oriented already. And
by doing the daily [diary], especially in the beginning, where we would um, I think we would be writing and drawing like
everyday or six-days a week at ﬁrst. And trying to remember tiny details of things you saw, like the leaf on the sidewalk or
the ice on the building or, you know, trying to do a short sequence [drawings] of something that might have been only a ﬁve
or two-minute period. It made me realize, I wasn’t as awake as I thought I was.” I asked Farin to meet me in the Image Lab
for the interview. We sat, side-by-side and faced one another. As we spoke, she used crayons and colored pencils to draw on
the ﬁrst page of the notebook she had asked for before the interview started.
“Being in the room again makes me think about all of the candy that I ate.” Farin said. I tilted my head back and
laughed. She stopped drawing, put her crayon down, and shifted through a basket of candy. She found a bite-sized candy
bar, unwrapped it, and popped it in her mouth. She smiled.
“But, of course, I love candy so, it was really awesome!” She said. To make pictures in the course, the multi-sensory
approach to remembering became a multi-sensory way of being present.
“What are you doing?” Professor Kelly says. About ten-seconds pass. “Is there anyone else in this image with you? If
so, who?”
“Why are you there?” She says
and pauses.
“What are some of the sounds
you can hear in this image?” Another pause. Professor Kelly moves her
head and looks around the room.
“And when you look around
you, what are some of the objects or
things that you can see?”
The ﬁrst time I facilitated this activity and asked this question, I did
not start with and when you look.
Afterwards, Professor Kelly told me
to try and when you look… because
the cue helps sustain the experience
of being in an image while writing.
And when you look… instructs people on how and where to look at a
memory in picture-form and also
reminds them that they can have a
look around the memory they have
pictured. The prompt guides people
through inhabitation.
“What’s directly in front of you?
She says and pauses.
“And in this image, when you
turn your head and look over to your
right, what’s in that direction?” Professor Kelly turns her head to the
right.
“And if you were gonna turn
your head and look over to your
left, what’s in that direction?” She
turns her head to the left, toward the
Figure 5.9. X-page I. Example of an X-page
drawn in a student’s course notebook.
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children’s drawing jam pictures. From the corner of my eye, I see Xavier look to his left.
“What’s behind you?” Professor Kelly touches her chin to her shoulder and looks at the white board behind her.
“What’s around and below your feet?” She bends at the waist and points to her feet. Her wrist watch and metal bracelets clang together. Then, she stands tall, lifts her arms toward the ceiling, and stretches a little.
“And what’s above your head?” She remains in that position for a moment.
“Alright. So,” she says. People stop writing. Some put their pens down and look at her. Others stare at their
X-page.
“Turn the page. We’re going to start writing. All we’re going to do now, we’re going to have nine-minutes to write
this scene up. I’d like you to begin with the words, I am, telling me where you are and writing in the ﬁrst-person, present
tense, like it’s happening right now–I am sneaking down the basement stairs with my dad’s shaving cream so that I can do
my experiments with it. Whatever you’ve written, just ﬁrst-person, present tense and write it up. You’ll have nine-minutes.
And, if you get stuck, just write the alphabet until the story starts again. And, I’ll see you when you get back.” People turn
the page in their notebook and start writing.
Professor Kelly’s instructions directed us on how to move. The directive was an indirect way to change our individual
and collective handwriting rhythm. She told us to turn the page to reduce any urge to read what we wrote. Looking back
disrupts the rhythm amongst the body, thought, and material surroundings enacted through the situation of writing in picture-form. When a person stopped moving their hand, Professor Kelly believed that the break prevented them from skating
in this other rink and experiencing this way of thinking through pictures. Later in the semester, we begin to write using all
caps, a common approach to lettering for cartoonists, and use different writing instruments such as a nylon hair, size 4 round
brush.
In a few weeks, she will introduce another variation to the writing where we begin with you are and then, a few weeks
after that, she will tell us to write starting with she is, he is, or they are. Professor Kelly started with autobiographical writing ﬁrst, then moved to other forms of writing, such as ﬁction and academic. Though the content of what one wrote might
change, the feeling of writing should remain constant across genres.

Figure 5.10. X-page II. Example of an X-page
drawn in a student’s course notebook.
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She instructed students to switch to the alphabet when the writing stopped to maintain the rhythm in this collective
activity. The rhythm was a disclosure of a mood in which people partook to maintain a certain state that enacted the writing
and also moved them to write. One day, during a class held at the lab, Professor Kelly said that writing the alphabet was a
form of fake dancing.
“In writing there’s always this point, sometimes, where the story just stops a little. And, instead of, when the story
stops, ‘cause it does sorta get quiet a little bit, it’s sorta the way… did I talk to you about dancing?”
“No. No… no,” a few of us mumbled.
“So, this is the thing. I remember when I was in junior high school and I’d be dancing, you know. Like, I’d be at a
dance and, you know, you’re sort of like,” Professor Kelly started swaying her hips. She smiled and snapped her ﬁngers and
moved her arms around. She was dancing. We laughed.
“And like, I was on! And wow, I am really doing it today! I’m on! And then, I’d fall out of the groove,” her body
stiffened. She pressed her arms to her sides and pointed her index ﬁngers toward us and started moving them in circles.
“I had to fake dance for awhile. You guys know what I’m talking about.” Dale chuckled.
“My dad, whenever he starting fake dancing, he’d always do this,” she looked down at her sides and exaggerated the
circular motions she made with her index ﬁngers, “that was his to move, that fake dancing. But, it’s that thing I wish I had
known that, that was going on all around the dance ﬂoor. I thought I was the only one kinda fake dancing. And then, you’re
fake dancing and you get back into the groove and you’re like, ‘I’m in the groove!” She swayed her hips again and showed
her teeth when she smiled. Her arms circle above her head, “and then you fall out of it again.”
Professor Kelly stopped dancing and said, “I wish I had known that, that is the normal way of things. And that when
we are writing, oftentimes, the story will come and come and come and then, it’s as if it stops for a minute and takes a breath.
When people are writing on a computer, what they usually do at that point, when it takes a breath is, they read over what they’ve
written and start ﬁxing stuff that isn’t broken. It’s because of not having a way, one not understanding that things get quiet for a
minute and start up again, like in a good conversation. And also not having a way to sustain things during that quiet time. So,

Figure 5.11. X-page III. Example of X-page
writing from a student’s course notebook.
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one of the things that I ask people to do while they’re writing is, if it gets quiet, instead of reading over what you’ve written
or stopping and doing this,” she stood still, rested the elbow of one arm on the other folded across her chest. She touched
her chin with her index ﬁnger, tilted her head toward the ceiling. She stayed that way for a few seconds before looking at us
again.
“The thing that works best for me is, just write the alphabet. So, my hand is still acting like it’s writing. And there is a
part of you that actually, as far as certain parts of you are concerned, you are still writing. And, um, and there’s a part of you
that doesn’t really care whether you’re writing, you know, the greatest thing ever or just the alphabet. But there’s something
about staying in motion and writing the alphabet until the story comes back again.”
Writing contains a liveliness that responds to how a person and group moves. Switching to an alphabet, when the
writing stops, keeps bodies moving to maintain the liveliness, the way fake dancing keeps a person out on the dance ﬂoor
until she is swept up by the dancing feeling again.
Right now, as we are more than half way through the nine-minutes of writing, Professor Kelly counts down, “You’ve
got about three more minutes,”
“‘Bout another minute,”
“Starting to wrap up,”
“Concluding the word or
phrase or sentence you’re working
on.”
“And coming back together.”
Timing the writing and counting
down, out loud, as we write was
as intentional as the timed drawing
activities. Professor Kelly bounded
writing activities to a chronometric
beat for a natural story structure to
emerge through the timing.
“If the writing is going well,
what you’re doing is, you’re writing the formula for the experience
that you’re having. The formula, in
this case, happens to be in the alphabet form. It’s in word form. We
can also do it in drawing. But what
I love most about um, this thing and
about how time, how time itself, in
this weird way, it’s time itself that
creates the structure of your story—
that nine-minutes, that me telling
you, you have three-minutes.” Rather than learn about story structure by
reading an instructional book, an act
she described as going to the dentist to learn that people have teeth,
the story structure revealed itself in
the moment of making and moving
one’s hand.

Figure 5.12. X-page IV. Example
of X-page writing from a student’s
course notebook.
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When the nine-minutes end, Caitlyn puts her pen down and massages her writing hand. She winces. Ramona sighs. Eagan
takes a piece of candy from a basket. People adjust themselves in the seat. Chairs squeak.
“Alright. Okay. You should have, I’d like you to turn back to the beginning of your story and somewhere on there,
if there’s a blank space, go ahead and start a spiral ‘cause we’re about to listen to some of these stories. Go ahead and start
your spiral any ol’ where and do your best not to read over what you’ve just written, unless you’re reading it out loud.” We
ﬂip through our notebooks. People lean closer to their workspace and draw spirals. Then, there is silence.
“Alright, will somebody read?” For a moment, the room is quiet again.
“5 …4….3…2…1” Luke reads.

“I am on the loveseat in the basement. The cushions are
on the ﬂoor, white and green on green carpet. We’re all
holding on, me, Trish, Rachel Dana, and Charlie.

A wave is hitting her.

This is our ship. It’s stormy. Rachel
leans hard into me.

If we fall out of the ship, we die. The carpet is
the ocean and it means you die.
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We have goldﬁsh to eat, the orange ones. We
always have goldﬁsh on the ship.

Rachel picks one up from the crumbs and cat
hair under the sofa cushions. The sofa cushions not here, out in the ocean, are life rafts.

It’s always stormy except when we’re eating.

I’m taking a handful and Charlie pushes Tricia
at me and I drop some.

She blows on it, eats it.

We’re holding onto the arms, the back of the sofa.
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Someone yells noooo, Charlie and he ﬁghts
through it anyway.

He steps onto the big square cushion. We’re
watching.

Now he’s going for the next one. We pushed it
further, too easy last time.

He leaps, lands, rolls,

he’s in the carpet—”
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Figure 5.13. X-page Writing I. Example of
X-page writing from Luke’s course notebook.
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Figure 5.14. X-page Writing II. Example of
X-page writing from Luke’s course notebook.
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Using up materials

As with the drawing practices, the highly structured X-page writing activity used up a lot of notebook paper and other
cheap writing materials. Directives on how to format and use up cheap materials impacted how we made pictures to ﬁll-up
our notebooks: we drew and wrote on paper, cut paper, glued paper on paper, used up many pens until their ink ran out, and
ﬁlled-up multiple notebooks. Some felt unease by the sheer volume of paper and materials we used up in a two-hour and
thirty-minute class period, the aesthetic quality of the cheap materials we used, and how they were instructed to use them.
When I ﬁrst met Professor Kelly, using up materials felt like wasting materials. Though I was not always aware
of my feelings, my body moved in ways that conveyed this discomfort. I was a sixth grader the last time a teacher told
me to skip lines while writing by
hand. I struggled to break my single-spaced writing habit in the ﬁrst
class I took with Professor Kelly. In
DrawBridge, I tended to use both
sides of the page, even though she
told everyone again and again to use
one side.
When I used up materials, particularly in classrooms, my default
was toward absurd conservation.
My embodied sense was oriented
around a broader cultural belief that
the Three R’s—recycling, reusing,
and reducing—anything and everything would save the planet from
human consumption. In many ways,
I am still oriented this way.
By caring about how I consume,
I afﬁrm my agency in the making of
these broader cultural habits around
trash.
A person disciplines their body
and their body is disciplined by
cultural rules and rituals around
material consumption. Movements
and gestures are restricted and controlled with small, condensed writing. Bodies feel tense. To see what
one writes, a person squints her eyes
and moves her upper-body closer to
the page. Skipping lines and using
one side of the paper, not only looks
but feels different from writing single-spaced and on both sides.

Figure 5.15. Using Up Materials. This is Professor
Kelly’s x-page writing about using up materials.
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Figure 5.16. Using Up Materials. This is Professor
Kelly’s X-page writing about using up materials.

“How I write on the page creates a different experience. Before [taking the class] I would just type, type. It felt like a
very disembodied experience. My notes are totally different [now]. Last semester [while enrolled in DrawBridge], I thought
about food. I didn’t think about my dissertation at all. At some point, it was clear about what I’m supposed to do and I didn’t
feel stressed about it and, usually, I’m stressed about everything. All the ways we keep going and just producing a lot of
stuff and you don’t have to use all of it, is a valuable way to think about… ‘cause we’re always trying to be so economically
minded. Because we don’t have that much time so, we better type it… I would love to get to the point where I draw ﬁrst.
That seems really difﬁcult to do. Different stuff shows up when you draw ﬁrst.” Luke said during a post-course interview.
Professor Kelly’s instructions on how to format the page and use up materials enacted a tactility in seeing. This other kind of
touch might form different thoughts from what might have emerged if a person wrote on the computer or by hand, without
skipping lines. Her formatting instructions to skip lines and use one side of the page, brought the act of writing closer to a
kind of picture-making.
In an interview, Carly lamented about the speciﬁcity in instructions on how to use up materials, “I wanted to do it how
they [Professor Kelly and I] said to do it. I wanted to make sure I did it right and not mess it up. And I think there’s some
good things about that ‘cause you learn a groove. And there’s also some things about that where it feels like, ugh, you know.
Like, what might happen if I said here’s how we’re doing it and after you do it ten times you wanna bust out. You wanna add
your own magic to this, go nuts. This could be a good thing because sometimes right, even having worked with Professor
Kelly so much [this is Carly’s third class with her] I still think, ‘oh I better do the three staples or she’s gonna get really mad
or, you know, I used too much glue, is she gonna notice. You know what I’m talking about, right?” She leaned back in her
chair and laughed.
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Figure 5.17. Using Up Materials. This is Professor
Kelly’s X-page writing about using up materials.

“Yeah, but she won’t say anything to you when you’re making it.
She might say something in the next
class,” I said and smirked. We spoke
side-by-side one another in the Image Lab.
I said, “Then there’s people like
Iona, who did what I wasn’t able
to do [not follow the directions exactly] until my third class with her,
which is do whatever I wanted. I remember when we did the accordion
book for homework and Iona came
in with this huge thing and then
from there it became like a doll.”
Carly rested her palm on the table
and laughed.
“And then a cofﬁn and a voodoo
doll so, I don’t know. It’s, it’s just
interesting how… I found it interesting how people will pick up instructions. And which ones they pick up
and the other ones they completely
disregard. So, like Iona was following lots of other instructions to
the T. But then, when it came to the
accordion book, he just kind of did
his own thing. And then, with other projects, he just did whatever he
wanted to do,” I said. Iona ﬁgured
out ways to act within the course
constraints to be part of an unfamiliar activity, drawing.
When I asked Iona if he thought
there were any rules in the class he
said, “No. There were some boundaries we had to stay in, well that’s
a good point. I think it helps to be
constrained a little bit. It makes
things less overwhelming. The other
thing I noticed though, if I broke the
rules it didn’t really matter.”
“Yeah, I noticed with the accordion book,” I said and laughed. Iona
laughed too.
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Figure 5.18. Using Up Materials I. This is Professor
Kelly’s X-page writing about using up materials.

“I was so afraid,” Iona said, “I was really afraid that she wouldn’t let me do it [improvise the homework]. Like, you
know, like it’s not part of the class. You have to stick to the assignments. You can do it on your own. I’ve gotten this from
other classes, either direct criticism or no criticism at all, which is a kind of criticism. You know, you guys are really patient.
If you guys would have criticized anything, there’s no way I’d still be drawing or anything. I would have just thought, ‘it
was a good experience, thank God I got through it. Now, I know what it’s like.’ And I would have quit. If you guys would
have given any criticism at all. That’s how fragile I was. I would have quit. And I think that’s how most people are.”
When I mentioned Iona’s spin on the homework assignments to Carly, she remembered her own and said, “Yeah and
it’s neat. Yeah. I remember when, in the ﬁrst class, when we were together and I did my book with the documents and the
sand in it. I don’t know if you remember it.”
“Oh yeah, yeah, the watercolored ﬂowers.” I said. Carly leaned back in her chair again and chuckled.
“Very widely interpreted, right. And Professor Kelly never said one way or the other of like, ‘oh yeah, that made sense
or like, that wasn’t what I was talking about at all. And I was, you know that’s what I needed to make um, and I guess, I felt
the space to just go for it, you know. There’s been other times I haven’t always felt that.”
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Figure 5.19. Using Up Materials II. This is Professor
Kelly’s X-page writing about using up materials.
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Chapter 6: Public Displays of Drawing
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Drawing in the Presence of Others

Less than elbow distance apart

Whenever Professor Kelly wanted to be part of the class as a student, she looked my way, stretched her arms out
towards me while standing up a little off her seat and said in a sing-song way, “Take it aaaawaaaayyyy!” Sometimes, I felt
a little jittery. I was entering a gray zone of simultaneously being student, project assistant, a researcher, and an instructor.
When I facilitated a DrawBridge activity, I sometimes had to remind myself to breathe and try not to get too bothered when
I heard myself speak with an inﬂection that turned my statements into questions.
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We are in front of the ten-feet long horizontal window picture display. The window’s height starts a few
inches above my navel and ends about three feet above
my head. I am thin, brown-skinned, woolly haired, and
ﬁve-feet, eleven-inches tall. Brown clipboards and plastic
suction-cup hooks were used to hang forty, printer-paper
sized pictures in ﬁve rows of eight or nine. I stand close to
the pictures and examine the bottom row. These pictures
were made during the Image Lab’s monthly science-based
drawing jam. DrawBridge was partly based on this regular event. Every month, children and their parents/guardians come to the lab to explore a variety of science-themed
questions using spontaneous drawing and story-telling.
Last month’s question was: What is a storm? Natalie points
to a picture of sheep and clouds. Ramona laughs. I brace
my lower back with both hands and walk away from the
window for a wider view. My watch beeps.

Figure 6.1. Drawing
Jam. These are pictures
I drew based off of
photographs Professor
Kelly took. I drew these
to get a sense of what
happened during the
IL’s drawing jams.
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“Um, times up. Let’s return
to our seats?” I say. We shufﬂe
back in. Chairs squeak. Someone chuckles. Ethan grazes in the
wicker candy basket and pulls out
a box of Nerds. Natalie brushes
her hand along the shiny, silver,
plastic streamers Professor Kelly
attached to the lab’s door. The sunlight catches their movements and
gives off a metallic rainbow hue.
The decorative thin strips look like
a hula skirt.
Professor Kelly experiments
with the conditions for people to
draw with another purpose besides
making a “good” drawing.

The Image Lab is a multi-sensory, saturated space. Professor Kelly bought candy and snacks for us to eat during class. She put them in
baskets in the middle of our work space. Food was always within arms
reach. We started each class in the IL by listening to a song and drawing
ourselves. The songs came from Professor Kelly’s wide-ranging music
play-list and some student requests. She occasionally danced and sang
in class. Once, in the fall semester, Professor Kelly led us in a group
sing-a-long. The IL had three, ﬂoor-to-ceiling windows that were an ever
revolving gallery display of handmade images made by many people—
professional artists, children, researchers, conference attendees, people
who think they cannot draw, students, etc. The tile ﬂoors also radiate heat
in the winter. I would work with my shoes off. In Drawbridge, we sat less
than one person’s elbow distance apart between one another.

Figure 6.2. DrawBridge. These are pictures I
drew to get a sense of what happened classes
held at the Image Lab.
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The physical space impacted what kind of drawing students felt they could do in the class.
“For me, I would have loved to have had the class up in the other room [Professor Kelly’s classroom]. That room
is like… that speaks to me in a thousand different ways. I just loved it. But, honestly, it was probably better that we did it
in here for me because being forced to be next to people was really good for me. Like, creating in front of people. Like, I
would… I’m that person where if you’re looking over my shoulder I literally can’t type,” Haley said to me during an interview I did a couple of months after the fall semester of DrawBridge ended.
He grunted, clenched his right ﬁst and punched it into the palm of his left hand when he spoke. His upper lip curled.
Then, he used the table to pretend to push a delete button, “Delete, delete, delete, delete.” I leaned back in my chair. His response to my question, “What
do you remember about being
in the Image Lab,” took me by
surprise.
“And if we were in
another space, I would have
been like, ‘Oooooo,’ ﬁnding
crap. And like, messing with
it in the corner.” He turned his
torso away from me and wiggled his ﬁngers around. I sat
crossed legged and watched.
I stared at his ﬁngers. My
eyes squinted as I tried to understand what he was doing,
“And, you know, doing what I
do, which is when I make art,
I make it for myself, by myself. So, for me, being forced
to sit and do art around people
was very,” he paused for a moment and sighed, “challenging
in that I saw people, like you
and Carly and Ramona and…
and…and…telling really clear
stories with your art in a way
that I always wanted to. But,
because I developed such an
overly complex style that I
didn’t know how to get out of,
I was like, I want to do that…
I want to do that. But, I can’t
do that.”

Figure 6.3. Haley’s
Zine. This is a page from
Haley’s ﬁrst zine.
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Figure 6.4. Haley’s Zine I. This is
a page from Haley’s ﬁrst zine.

The physical closeness with other
people and the act of sitting made Haley
self-aware of what he and others were
doing. He could not draw in class as an
extension of the kind of art practice that
he established over the years and outside
of this course. The seating arrangement
also made him compare his drawings and
judge his own pictures in terms of clarity
in narrative. Haley interpreted the purpose of the course with improving one’s
capacity to tell stories through pictures.
He could not get into, as he described,
the ‘zone of drawing’ while in the Image
Lab, so he, “started to challenge [himself] with different textures and manipulating materials.”
I remembered the ﬁrst time Haley brought in a homework assignment
he cooked in his oven. The assignment
was to make a zine using original pictures and texts produced in class. His
zine gave off a strong, camp-ﬁre smell
and caught everyone’s attention. This
assignment stood out in a way that his
previous work had not. Rae, Natalie, and
Ramona went up to him after class and
asked about his process.
“Well, ﬁrst I…” Haley moved his
body in tune with his cooking process.
He smiled when he ﬁnished explaining.
“Wow, it looks and smells great!”
Rae said as she played with her hair in
one hand and handled Haley’s zine with
the other.
Haley improvised upon the drawing activities by manipulating his readily
available course materials and shifting
attention away from ﬁlling up his notebook with drawing and writing practices taught in DrawBridge. He drew upon
his personal art-making and knowledge
of art education to insert a notion of art
to the situation of drawing in the lab as
a DrawBridge student. He orchestrated
these vocal images to ﬁgure out how to
draw once he realized that he could not
draw in the physical space and by his
perception of the course constraints.
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Haley was not alone in his
unease with drawing in class.
Most people felt an unease with
drawing or other forms of picture-making in the Image Lab
at some point during each of the
semester iterations. I felt it too
sometimes, particularly when
I facilitated an activity and had
to be more aware of what I was
doing and what Professor Kelly,
students, or I wanted to do (or
what I thought they wanted to
do).
Part of ﬁlling up a DrawBridge notebook molded to a
cultural logic that shapes visual
perception towards a cartoonist’s ways of seeing and making.
Professor Kelly acknowledged
the feeling of unease as being
part of the deal with this kind of
drawing she practices, studies,
and teaches. To enact drawing
in the lab also meant to partake
in this shared affective disclosure that emerged to continue to
draw. Joining in the act meant
to notice the motional and emotional responses to drawing and
continue the activity with an
understanding that the feelings
should not be a reason to disrupt
the activity.

Figure 6.5. Haley’s Zine II. This is
a page from Haley’s ﬁrst zine.
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Tandem drawing
Once everyone is seated in the Image Lab, I say,
“Ok. Um. Open your notebook to a clean sheet of paper.
You’ll have about ﬁve-minutes to redraw the picture you
selected? Don’t forget to draw your frame ﬁrst. Starting
now.” We ﬂip through the pages in our notebooks. Oneby-one we begin to draw. Inside the lab, markers and
crayons scratch across paper. Outside, a car honks and
a university tour guide stops in front of our lab with a
group.
“Why do you wants us to draw a frame?” Ethan
asks.
“Um. uhhh. Well…” I say. Professor Kelly looks
up and answers.

“One of the things that we do whenever we’re about to draw something is draw a frame. Drawing a frame does a
whole lot of things to a piece of paper and to a drawing. One, it lets you know where the live area is. There’s a big difference about what goes on in this space [she shows her notebook to everyone and points to the space inside her hand-drawn
frame] versus what goes on in this little side space [she points to the margins of the page]. This is the live area [she point to
the space inside the frame]. It’s funny for people who quit drawing… for people who quit drawing a long time ago, the only
place where they let themselves draw is in the
little sides spaces. You know, that one little area
where your three hole punch went. I mean, that’s
where people ﬁll free! That one little strip.” Haley and Natalie let out a hardy laugh. I laugh too.
Some students chuckle.
“So, we’re going to reverse that.” Professor
Kelly says, laughing. She looks at me and does a
chin-up nod. I give her a chin-up nod back. I feel
like she just tossed the baton to me.

Figure 6.6. Ethan’s Drawing. This is a
page from one of the zines Ethan made in
DrawBridge.
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Figure 6.7.
Copying. These
are examples
of DrawBridge
students copy
of Drawing Jam
pictures.

“Do you want us to use the same materials and colors that were used in the picture?” Ethan asks. He looks at me and
points to a pink marker in his hand.
“Sure, you can or you don’t have to. The main thing is to keep drawing for the entire time? So, if you’re ﬁnished
redrawing the picture before the time ends, add something new.” Ramona, Ethan, Natalie, look up at me too. Ramona nods
and keeps drawing. Ethan dumps Nerds in his hands and tosses them in his mouth and then goes back to drawing. Natalie
scrunches her face at me.
She lingers for a moment
before drawing.
My watch beeps. Five
minutes end.
“Um. Okay. So. Now
pair up with the person next
to you. We’re going to take
turns copying the other person as they redraw the picture they just drew? Try to
mimic the person’s whole
body movements and try to
use the same drawing tools
they use. You can use anything on the table.” Dale
takes a sip from his mug.
Rae bites into a Dum Dum
lollipop.
“Does everyone have
a partner?” I ask.
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Figure 6.8. Copying. These are examples of DrawBridge students
copy of Drawing Jam pictures. The phrase was generated using
writing made by a spontaneous questioning in-class exercise.
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“Are we going to look at the drawing we made? I really think we should.” Professor Kelly says. I crack my knuckles
and clear my throat. Someone coughs.
“Uhhh. Yes? We’ll, um, look, uh, at the pictures? Um, but, um I thought we should do this other thing ﬁrst? Then look
at everything together?” I say.
“Okay. Right. Sorry. I need to stop doing that.” She says.
“It’s okay.” I say.
“No, I’m being a dick. It’s not okay.” I hunch my shoulders and smirk.
Professor Kelly and I were ﬁguring out how to work with one another. Part of the impetus for DrawBridge came from
our one and half years of work with graduate students and researchers. Every Thursday, we held two hour studio times at
the Image Lab to explore how scholars might picture their research through experimental, cartooning-inspired practices.
During these sessions, I came up with ways to modify Professor Kelly’s drawing practices to promote a cartooning state
of mind in research. Three years ago, I altered some of her picture-making practices, such as X-page writing, to write my
Master’s thesis. We tandem drew, copied one another’s drawings, wrote, generated spontaneous questions, listened to each
other read, and then drew an image from what we heard as a response to the person’s writing. Three speciﬁc DrawBridge
practices came from this work–tandem drawing between or amongst people, drawing a picture for three-minutes based on
what you heard when a person read and then giving your picture to that person, and generating spontaneous questions and
responding to them through a picture-making activity. We drew silly pictures, serious pictures, and some in between. We
wrote in the same way and experimented with how to watch the pictures in our own and each other’s writing. I facilitated
these weekly studio times while Professor Kelly participated in the activities. She used these moments as she does when I
facilitate in DrawBridge now, to understand what images are and how they might transfer. I used the time to ﬁgure out what
images could do and what Professor Kelly means when she says, “Picture this image.”

Figure 6.9. X-Page Drawing. This is a picture from a Thursday IL
participant’s notebook. We did a picture-making activity using a
generative spontaneous questioning exercise.
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Figure 6.10. Draw What You Hear. These are four-minute
drawings from a Thursday IL’s participant’s notebook.
After listening to a person read a piece they wrote in nineminutes, we each drew a picture of what we heard.
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I clear my throat and continue
with my instructions, “One person
will be A and the other person will
be B. Person B will draw and Person A will copy their drawing. After ten-minutes, I’ll say, ‘switch,’
and Person A will draw while Person B copies. We’re going to tandem draw with one another, like
we did last week. Um. Okay, let’s
begin.” I readjust the timer on my
watch.
“Should we do this in our notebook? Natalie asks.
“Sure. Oh, remember to draw
your frame and don’t refer back
to your original drawing,” I say,
“Okay. Starting now.”
Papers shufﬂe, chairs squeak.
Haley sneezes and blows his nose.
There is a ﬂeeting silence before a faint hum of markers and crayons scratching across paper emerges. Someone on my right
whispers and another person grunts something in response. I am person A and copying Dale. He draws with a black ﬂair
pen. His right hand and forearm deliberately move across the page in sharp, swift and long gestures. I copy him using my
non-dominant, right hand. I ease into Dale’s movement and concentrate on staying in rhythm with him. I forget about being
a facilitator for a moment.
I smile. Dale chuckles. He looks at me. I try not to look back because I am about to laugh. Someone’s feet shufﬂe
against the tile ﬂoor. Another person sifts through a bowl of crayons. Louisa, who sits across from me, giggles.
Suddenly, I hear ﬁngers rub against paper like sandpaper on a stubborn, rough surface. I stop copying and look
up. Dale looks up. Other people
look too. We watch for several seconds. Haley rubs his right
index ﬁnger across a page in his
notebook. His shoulders almost
touch his ears. He hunches over
the table. His left hand fans palmside down on the opposite page.
Sweat beads on his forehead. His
head, arms, and torso jiggle. His
notebook sits at an angle and vibrates. He uses his index ﬁnger to
smear pink crayon on his picture.
Professor Kelly is person A of the
pair. She follows Haley’s movement. She lets out a short, loud
snort and smiles. Professor Kelly
furrows her brows and rubs harder against the page.
Dale begins to draw again.
I turn my attention back to copying him. He makes small, circular
movements with his ﬂair pen. His
Figure 6.11. Tandem Drawings. These
drawing elbow almost points totandem drawings were made by me and
ward the ceiling. His hand hovers over his notebook.
Dale.
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I look at my watch.
“Two minutes.” I say to everyone. I return my attention to Dale. He ﬁshes out a yellow crayon from the blue plastic
container. I do the same. I notice my crayon is a different hue of yellow. Dale makes dots around his picture of the boy in
the bed. I do the same and lag about a second behind his movements. He leans away from the page and moves his crayon
in a vertical, up, down, and circular motion. He laughs in a way that sounds like a sigh. He stops drawing for a moment and
opens both his hands palm-side up, shakes his head, grabs a blue crayon, and makes more dots. I follow.
I felt Dale’s sigh when he stopped drawing for a moment. He did not know what to draw next. This ability to feel with
him through tandem drawing was reciprocal, “I remember the copying both semesters. Those two things [tandem drawing
activities] stood out to me as experiences that are really hard to, they create a certain sense of like, relational feeling. Like,
feeling that was really interesting and memorable. I guess. Just because it, sort of, stands out as being unique and different.”
Dale said during my ﬁrst interview with him. We spoke virtually. I asked him what he remembered about the classes held at
the Image Lab. I also asked him if he has or had continued any of the drawing or writing exercises we did in the course.
“It’s funny. I mean that’s another interesting thing. It’s funny that I haven’t really drawn since, much since then, since
being in the class. It’s like part of being in the community. And I will come back to it. But, I noticed, you know, a piece that’s
also missing a little bit.” Other former DrawBridge students also told me that they stopped drawing, writing, and ﬁlling
up notebooks soon after the course ended. In an interview right before the start of the second semester course, Luke (who
re-enrolled for the spring iteration) talked about drawing on his own, after the ﬁrst semester of DrawBridge ended, “I do
miss having like, the space to collectively do that too, to tell stories and like, hear stories. And draw together. It’s not that it’s
lonely; I just don’t think it’s as useful as
having a bunch of people doing it, you
know. That was really nice, you know.
This class, it was a joy.” Luke, and nine
other DrawBridge students, mentioned
how being in this physically intimate
space to draw and write together gave
them a good feeling, which they described as joy, happy, nonjudgmental,
loving-kindness, relational, unique, and
different.
Though most found value in doing the picture-making practices taught
in DrawBridge and tried to continue
some of the practices after the course,
they abandoned them. Part of the reason
was due to the inability to imitate and
partake in a shared mood that allowed
them to do these activities without inhibiting, critical, and intellect thinking.
Imitation entails, what Taussig (1993, 2011) in referencing Frazer
called, sympathetic magic. Both the
copier and copied have the capacity to transform the other, “It seems
to me true, wonderful, and troubling
that if you imitate something, you enter into its orbit and exchange some

Figure 6.12. Tandem Drawings.
These are Professor Kelly and
Haley’s tandem drawings.
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thing of its own being with your own (2011, p.69). Being in DrawBridge imposed copying onto DrawBridge students,
Professor Kelly, preschoolers, and me, though not through a strict representational or individual vs. other stance. Imitation
also entailed a contagion and a focus on the situation rather than a speciﬁc person or group. Even though we might not have
physically touched, our interactions and ways of seeing each other included a kind of touch that involved motion and emotion. Sympathetic magic forefronts the eye as a touch sense faculty where, “an indeﬁnable tactility of vision operates here
too, and despite the fact that the eye is important to its channeling, this tactility may well be a good deal more important to
our knowing spatial conﬁguration in both its physical and social aspects than is vision in some non-tactile meaning of the
term” (1993, p. 26). Foucault (1971) wrote about sympathy in The Order of Things. Sympathy was one of the four forms of
resemblance that structured what counted as knowledge and constituted learning:
But such its power that sympathy is not content to spring from a single contact and speed through space;
it excites the things of the world to movement and can draw even the most distant of them together. It is
a principle of mobility… Sympathy is an instant of the Same so strong and so insistent that it will not rest
content to be merely one of the forms of likeness; it has the dangerous power of assimilating, of rendering
things identical to one another, of mingling them, of causing their individuality to disappear—and thus of
rendering them foreign to what they were before. Sympathy transforms (pp. 23-24).
Taussig was troubled by the power of assimilating, by the appropriation of one’s way of being onto another in the contagious
act of imitation such as the colonial projects
he studied in parts of South America. Yet,
he believed that sympathetic magic was also
true and wonderful. Imitation was a bodily
and embodied way of knowing that included a sharing with the other. Copying draws
self and other closer to one another. Foucault also included this sharing with aspect
of sympathy. He called it emulation, “the relation of emulation enables things to imitate
one another from one end of the universe to
the other without connection or proximity”
(p. 19). When one emulates another, the distance between them enfolds. Foucault and
Taussig focused on resemblance as an activity between individuals, self, and other.
Yet, as Söffner (2011) noted, copying
also includes imitating the shared mood of
the situation. This kind of copying refers
to events rather than relationships amongst
individuals. Söffner (2010), suggested that
scholars who study human understanding through social interactions also needed to consider the “techniques of sharing
emotions” (p. 100), the non-representational sides of social interactions where
meaning is not made by any one person,
group, or thing. Knowledge is enacted
by sharing in the emergence of a mood,

Figure 6.13. Tandem Drawings. These are
Professor Kelly and Haley’s tandem drawings.
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“The concept of habitus does not just concern the possessing of a set of proper ties or a stance towards an outer world.
Rather, it involves a kind of participation, a relation of being inhabited or possessed as much as of ‘having’” (p. 94). Söffner
added the preﬁx, emotion con, to habitus. The addition emphasized the “active cultural techniques and practices of appropriate interaction” that emerge in the “mutual interpretation of appearances” (p. 95) during social situations. He contrasted
his embodied cognitive approach to social interaction with Taussig’s (1993) study of inhabitation (embodying the people
or person one surrounds) in social encounters. Söffner believed that Taussig relied upon distinctions between self and other while he, “focus[ed] on shared embodied interactions and shared moods—which means starting from a position where
no other subject can appear as other. If there is no gap to be bridged, identiﬁcation or empathy is not necessary” (p. 96).
Söffner approached research using the “German word Stimmung (mood of a person and the atmosphere of a landscape or a
situation)” (ibid) to examine the shared, reciprocal dimensions of imitation amongst people attending a Herbert Grönemeyer
concert. The German singer believed that no one came to his concert to only listen to him sing. People attended the event,
“because they wanted to sing themselves. And since there are so few opportunities to do so in modern life, they went to his
concerts (p. 91). People, most of who have little or no formal musical training, wanted to shared in the mood that emerged
in the concert and, with this understanding, sing. A person did more than “simulat[e] personal emotions” (p. 96) that are induced by the representational images that she produces about herself, the environment, or her social interactions. A person’s
intrinsic bodily responses, such as laughter, is felt; it is not a like or as-if situation (p. 97).
People who were in the Image Lab because of DrawBridge could also enact the shared mood that emerged by being
in this situation. One of the missing pieces Dale mentioned in the interview was the feeling of being in DrawBridge. When
alone, he could not ﬁgure out how to draw. The capacity to partake in the disclosure of a mood where he could make pictures
without aloofness or reservation was unavailable.
My watch beeps.

Figure 6.14. Tandem Drawings. These
tandem drawings were made by me and Dale.
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“Finishing the line you’re working on. And coming back together. Okay. Now, person A draws and person B copies.”
I reset my watch.
“Starting now,” I say while pouring about a tablespoon of ink into a little bowl. I take out an old paintbrush from a tin
can in the middle of the table. Several brush hairs stick out in unruly angles. A faint coffee smell lingers in the air. Warm,
midmorning sunlight illuminates the quickly drawn images on display along the street-side view of the lab. I put both feet
on the ﬂoor, curl my back, and dip my brush in a plastic cup half-ﬁlled with murky water. Dale does the same. I am focused
and not focused on him, my paintbrush, my facilitation of the exercise, what is happening in- and outside of the lab. I dry
the excess water on a brown paper towel that we both share, along with the water and ink bowl. I dip my brush in jet-black
India ink. The ink smells earthy and sweet.
Dale waits for me to ﬁnish before saturating his own brush. I dab my brush on the paper towel and twirl the handle
between my thumb and index ﬁnger to form a ﬁne point. He soaks up excess ink from his brush too. Then, Dale forms a
point with a twist in his wrist. I rest my hand on my notebook and begin to draw. Dale moves his head closer to the table and
towards me. I lean back so that he can see better. He lags about a second behind my movements.
My watch beeps.
“Finishing the line you’re working on… And coming back together.” Ramona drops her marker on her notebook,
releases a loud sigh, and looks at her partner’s drawing. She points and laughs. Louisa looks at her, nods, and laughs too.
Chairs shufﬂe. I take a snack bar from the candy basket. Ethan and Carly search for something from the candy basket. Natalie stares at the street side window display that is directly in front of her.
“Okay. Put your drawings out and let’s take a look at these.” We get up from our seats and push in our chairs. Ramona
takes her coffee mug and holds it close to her belly. We look at each other and adjust our bodies to ﬁgure out how to walk
around the table. We all move clockwise. Louisa bends from the waist to lean closer towards a notebook. Professor Kelly
pushes her glasses to the bridge of her nose. She lets out a sharp, long cackle. Haley and Luke look in her direction. They try
to see what picture makes her laugh. I do too. Dale chuckles at the picture in front of him. Rae smiles and says, “whoooaaa,”
at the pictures in front of her.
After about 10 minutes we come full circle and return to our seats.

Figure 6.15. Tandem Drawings. These tandem
drawings were made by me and Dale.
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Part 2 : DrawBridge Participants in Preschool
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Chapter 7: Making Childish Lines
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Children Drawing for Researchers
MORE EARLY CHILDHOOD
RESEARCHERS ARE STUDYING HOW
CHILDREN DRAW IN CONJUNCTION
WITH WHAT THEY DRAW. A FOCUS
ON PROCESS AND CONTENT HAS
LEAD TO INSIGHTS BEYOND WHAT
RESEARCHERS THINK A CHILD
MEANT TO SAY OR HOW A CHILD
UNDERSTOOD A PARTICULAR
EXPERIENCE THROUGH DRAWING.

Figure 7.1. Asteroid Machine.
Helder's asteroid machine drawing.

DID YOU EVER READ
THOSE ARTICLES I
SENT YOU? HOW DID
THOSE RESEARCHERS
USE CHILDREN'S
DRAWING?
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YEAH, EMESE HALL (2010)
UNDERSTOOD THE CONVERSATIONS CHILDREN HAVE ABOUT
THEIR DRAWINGS, WHAT
SHE CALLS RETROSPECTIVE
NARRATIVES, AS FLUID; SO
O
THE MEANINGS CHILDREN
EN
MAKE OF THEIR DRAWINGS
GS
OR THEMSELVES THROUGH
WHAT THEY SAY ABOUT THEIR
DRAWING CAN CHANGE AT
ANY GIVEN MOMENT.

THIS APPROACH ALLOWED
HER TO EXAMINE CHILDREN'S
DRAWINGS AS AN ADDITIONAL
AUTHORING SPACE, AKIN TO
PLAY AND PRETEND, WHERE
CHILDREN CAN EXPERIMENT
WITH DIFFERENT IDENTITIES,
POWER REDISTRIBUTIONS, AND
POTENTIAL FOR ACTION.

HALL COUPLED A DYNAMIC NOTION OF CHILD AND CHILDHOOD
WITH A STATIC IDEA ABOUT
DRAWING. SHE TREATED IT AS
A NEUTRAL ENOUGH ACTIVITY
WITH INTRINSIC CHARACTERISTICS THAT CAN BE USED TO
EXAMINE CHILDREN'S IDENTITIES
AND AGENCY. DRAWINGS WERE
PREDOMINATELY INDEPENDENT,
PRODUCT-ORIENTED, AND REPRESENTATIONAL ACTIVITIES.

AND THEN, THERE'S
LISA MITCHELL (2006).
SHE WROTE A CRITICAL
REFLECTION ABOUT
HER EXPERIENCE WITH
GETTING CHILDREN TO
DRAW.

She used drawing to bring children's viewpoints in her research
about body, health, and community practices in the Philippines.
A common assumption is that drawing can provide a means to
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give voice to a child's internal meaning making since the
activity deemphasizes verbal language skills.

Mitchell questioned this broader assumption and wondered if She described how her team generated children's drawings as
drawing is actually a valuable tool that acts as an equalizer data. Drawing was a product-oriented activity, geared towards
of power relations between adults and children.
a specific theme.

They aimed to make a child's internal thoughts visible so as
to incorporate them into their text-based analysis.

Drawing was an isolated activity. Mitchell described the
difficulty in finding a proper space to draw.

The team's research goals constrained drawing
to a preset definition.

children's individual and collective understanding of drawing.

drawing can be a tool to address the, "asymmetries in age,

Mitchell did not address her own meaning making about
drawing and how these assumptions might have disrupted

She concluded that, with careful consideration,

experience, and language skills between the adult researcher
and child participants" (p. 165).
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WHAT ABOUT
KATHY RING'S
WORK?

KATHY RING (2010) AIMED TO CHANGE
HOW EARLY CHILDHOOD EDUCATORS USED
DRAWING IN THE CLASSROOM, APPROACHES
SHE BELIEVED TO BE DETRIMENTAL FOR
A CHILD'S LEARNING. RING DESIGNED AN
ACTION-BASED RESEARCH PROJECT FOR EDUCATORS TO LEARN HOW TO INCORPORATE A
MORE PLAYFUL APPROACH TOWARDS DRAWING IN THE CLASSROOM. TEACHERS EXPERIMENTED WITH WAYS TO EXTEND DRAWING
BEYOND THE ART TABLE, ASSOCIATION
WITH SCHOOLWORK, AND GENDER DIVISIONS
THAT PALEY (1990, 1998, 20
2002,
00 2014) ALSO
NOTED IN HER CLA
CLASSROOM.
ASSR

ONE TEACHER SAID THAT, "SHE HAD
BEEN WRONG IN THINKING THAT SOME
CHILDREN CHOOSE NOT TO DRAW. AS
THE ROUTINES AND RITUALS SURROUNDING DRAWING WITHIN HER SETTING
CHANGED, AND BECAME FOCUSED UPON
CHILDREN'S PLAYFUL EXPLORATION AND
UNDERSTANDINGS OF PERSONAL EXPERIENCE, SO IN TURN DRAWING BECAME
INCORPORATED INTO MANY CHILDREN'S
EVERYDAY ROUTINES" (P. 124).

KNIGHT, MCARDLE, CUMMING, BONE,
LIANG, PETERKEN, & RIDGWAY (2015)
ALSO DREW WITH CHILDREN AS PART
OF THEIR RESEARCH METHOD. THEY
CALLED THEIR APPROACH INTERGENERATIONAL COLLABORATIVE DRAWING. THE
RESEARCHERS DREW WITH CHILDREN TO
EXPLORE JUSTICE, ACCESS, AND EQUITY.
THEY HIGHLIGHTED THE UNPREDICTABLE
EXCHANGES THAT EMERGED DURING
DRAWING THAT FURTHERED THOUGHT
AND THE ACT OF DRAWING.

Figure 7.2. Brain I.
Dana's brain drawing.
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KNIGHT ET AL. (2015)
ALSO ONLY WORKED
WITH CHILDREN THEY
PERSONALLY KNEW
SUCH AS A RELATIVE,
A FRIEND'S CHILD, OR
THEIR OWN CHILDREN.

THEIR PROJECT OPENED A CONVERSATION
ABOUT HOW A RESEARCHER'S OWN RELATIONSHIP WITH DRAWING INFLUENCES
WHAT DRAWING CAN DO IN RESEARCH. THEY
BELIEVED THAT PEOPLE WHO WANT TO USE
DRAWING IN THEIR METHODS SHOULD FIRST
EXPLORE THEIR OWN RELATIONSHIP WITH
AND ASSUMPTIONS ABOUT THE ACTIVITY.

THEY ALSO ACKNOWLEDGED THAT TO
GET RESEARCHERS TO DRAW, "PRODUCES
A NUMBER OF POINTS OF RESISTANCE.
SOME OF THESE HESITANCIES ARE
LINKED TO HOW RESEARCHERS MIGHT
FEEL ABOUT THEIR OWN SKILLS FOR
DRAWING. VISUAL PRACTICES ARE NOT
PRIMARILY ABOUT SAVING, SALVING,
OR SOLVING; THEY CAN CREATE MESSINESS, THEY CAN BE DIFFICULT TO
WORK THROUGH, AND THEY CAN INITIATE PROBLEMS, WHICH MIGHT THEN
BE THEORISED" (AS CITED ON P. 27,
REFERENCED FROM VICARS, 2011).

I’M WONDERING HOW DRAWING IS AN EQUALIZER IF
THE CHILD IS THE ONLY ONE
WHO HAS TO DRAW OR MUST
DO SO ON THE RESEARCHERS TERMS, AND WILL HAVE
THEIR PICTURE TAKEN FROM
THEM TO BE ’’TRANSLATED’’
BY SOMEONE ELSE (AS IF ANY
TEXTUAL MEANING LADEN IN
THE PICTURE WAS THE MOST
IMPORTANT IMPETUS FOR
MAKING IT).

I'M ALSO CURIOUS ABOUT
THE ASSUMPTION THAT WHAT
A CHILD SAYS TO AN ADULT
ABOUT THEIR DRAWING WOULD
BE THE SAME THING THEY
WOULD SAY OR DO WITH ONE
OF THEIR PEERS.

Figure 7.3. Brain II.
Dana's brain drawing.
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I'M ABOUT TO
GET A LITTLE
LONG WINDED...
AGAIN.
OKAY...

Figure 7.4. Sleeping. Lorain drew this
in my notebook while we were playing
board games, a teacher-facilitated
activity. I wrote down what she said,
"I'm sleeping with my mouth open. I'm
snoring really loud. I have long hair and
six ﬁngers." (I initially translated what
she said in third-person because I wrote
it after we played.)
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I MENTION ALL OF THIS TO
ASSERT THAT TAKING THE
TIME TO EXAMINE WHAT
DRAWING IS SUPPOSE TO
REVEAL IS A WAY TO BETTER
UNDERSTAND HOW PEOPLE POSIT
SITION ONE ANOTHER WHEN
T
TH
THEE ACTIVITY EMERGES.

Figure 7.5. My Little Pony. I drew this picture upon
a preschooler's request. After she watched me draw
a lion in my notebook, she asked me to draw a, "My
Little Pony." I had a sense of how My Little Ponies
looked but, what I drew was not how I pictured it.

Children’s drawings has held a unique position in early childhood studies and education research for some time.
The tendency in research is to position drawing as a neutral object of study that reveals some information about the person who drew the picture and the broader culture in which they are part. Education researchers tend to focus on drawing
because the activity is associated with cognition. If drawing is the creation of a form (ie, lines and enclosed shapes that
signify something beyond the picture) and form is a cognitive process, then drawing is also a cognitive process (Machón
et al., 2013). People have a reason to draw and that reason is to represent or mimic a thing or idea. Drawing is a conscious
act of ﬁguration, whereas coloring, for example, is delineated to the sensible unconscious (ie, emotion). To distinguish
drawing between sensible unconsciousness and rational consciousness assumes that cognition is a disembodied activity. The scholars on the previous pages I mentioned limited drawing to a disembodied cognitive process so as to study
children in terms of empowerment (ie, have a more equitable voice in research), individuality (ie, experimentations with
authoring self), and freedom (ie, capacity to direct their own drawing experiences).
In DrawBridge, we were exposed to a cartoonist’s way of seeing and making images that aligned drawing more
with how Nancy (2013) deﬁned the activity in, The Pleasure in Drawing. Nancy was also curious about how (famous)
children drew. The young Michelangelo demonstrated a kind of desire to draw that made him draw all the time, “Be that
as it may, this characteristic obsessive disposition is not speciﬁc to budding artists; it is one of the most widely shared
dispositions among young children before the intervention of other motor schemes, such as more technical manipulations (construction, assembly) or writing” (p. 16). Nancy believed that there was a pleasure in drawing that compelled
a person to scribble, trace, and make lines on a page. This pleasure did not come from the joy in creating a form or pain
from not being able to reproduce a desired shape. Pleasure emerged from the tension between the two because, “drawing
is the opening up of a form” (2013, p. 1). Drawing opens up an image indeﬁnitely, rather than closes it.
Armstrong, the translator for Nancy’s work, noted that the English word for drawing means both making a mark
and creating a design while the French language designates a word for each meaning: design (dessein) and drawing (dessin). Drawing has the design traits of plan and ﬁnality. This is how Machón and colleagues (2013), for example, studied
drawing as a disembodied cognitive process.
However, Nancy wrote about the pleasure in drawing. He examined how one comes to want to draw again.
This is different from drawing as a sign of knowledge (Daston & Galison, 1992; 2010). Nancy believed that the act of
drawing also follows the line’s desire, where it wants to go, and what it wants to do to create the desire of making another mark. The activity is responsive, lively, and pursues a purposeless purpose that only aims to renew itself. To deﬁne
drawing this way means to be affected, moved, and set in motion with the activity so as to make renewal possible (Nancy,
2008, p. 135). Whether moving pencil on paper, dancing, or choreographing, the sense that a drawing only means to start
somewhere and move toward a deﬁnitive form, idea, or shape was an incomplete picture for Nancy.
Seeing and making images in DrawBridge was an embodied cognitive process. To draw, we simultaneously
aimed for ﬁguration while learning how to be affected, moved, and set in motion with the activity so as to sustain it.
Each person was exposed to a cartoonist’s drawing and storytelling process before going to the preschool classrooms
(see part one for more discussion). The extent to which and how we imposed this knowledge upon the situation of being
with preschoolers varied amongst us.
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Making Childish Lines

WHEN I STARTED
WORKING AT THE
RESEARCH
INSTITUTION,

I WAS REALLY
INTERESTED IN
HANDWRITING.

I’M PRETTY
DISMAYED THAT
HANDWRITING IS
DISAPPEARING
AND

SOME OF YOU
KNOW THIS,
CURSIVE IS NO LONGER TAUGHT
IN ELEMENTARY SCHOOL,

UNLESS YOU’RE A MONTESSORI KID. UM, SO UM I KEPT THINKING IT’S GONE, IT’S GONE, IT’S GONE. THEN I

GOT HERE [RESEARCH INSTITUTE] AND THE WALLS ARE COVERED IN HANDWRITING. NOT SO MUCH WORDS, BUT
FORMULA. I STARTED TO NOTICE THAT THESE LINES LOOK VERY SIMILAR TO THE WAY KIDS’ LINES LOOK.

Figure 7.6. A Childish
Line. This is from a
YouTube video (bi luu,
2012) that Professor Kelly
had us watch in class. She
spliced two other videos
of people drawing–Picasso
and a physicist– with
this one to show us what
she meant when she said
a childish line might as
a way of thinking. The
video shows a girl sitting
at a table in what looks
to be her bedroom and
drawing a picture while
her mother records.

USUALLY, ADULTS, WHEN THEY LOOK AT THEIR DRAWING, THEY THINK IT LOOKS
CHILDISH. THEY THINK THAT IT MAKES A BAD DRAWING. I’M THINKING, WHAT
IF THAT’S THE WAY A LINE LOOKS WHEN A PERSON IS GETTING AN IDEA.
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PRIOR TO SPENDING
TIME WITH PRESCHOOLERS, DRAWBRIDGE IMAGE
MAKING ACTIVITIES
WERE STRUCTURED
AROUND A PARTICULAR
WAY OF DRAWING AND
SPECIFIC NOTIONS
ABOUT CHILDREN.

DRAWING WAS
THINKING, A PROCESS WHERE IDEAS
EMERGED FROM A
PICTORIAL LENS.
A PERSON CREATED A
CHILDISH LINE WHEN
SHE WATCHED WHAT
HAPPENED WHILE
DRAWING WITHOUT A
PREMEDITATED PLAN OR
JUDGMENT ABOUT THE
EMERGING DRAWING.

Figure 7.7. Draw What You Hear. We
drew hundreds of pictures in the Image
Lab based on what we heard when people
read out loud. These drawings were made
in the moment rather than deliberately
preplanned. They are examples of threeminute drawings.
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PROFESSOR KELLY BELIEVED
VED
THAT MANY PEOPLE STOP
OP
DRAWING AROUND THE
FOURTH OR FIFTH GRADE,
SOMETIMES EARLIER. PEOPLE
STOPPED WHEN DRAWING BECAME A THING RATHER THAN
A PLACE FOR AN EXPERIENCE.
THE ACT CHANGED FROM A
VERB TO A NOUN.

THIS SH
SHIFT CREATED A
FEAR OF DRAWING THAT
WAS REINFORCED BY THE
DOMINANCE OF TEXT
AND SPEECH IN FORMAL
MAL
EDUCATION SETTINGS.
NGS.
PROFESSOR KELLY EXPERIMENTED WITH WAYS TO GET
PEOPLE WHO ABANDONED
DRAWING A LONG TIME AGO
OR BELIEVE THEY CANNOT
DRAW TO DRAW AGAIN.
SHE TAUGHT HOW
TO DRAW THROUGH
A COMICS-INFORMED
PRACTICE THAT
FOREFRONTED PROCESS, PRESENCE, AND
A FULLER BODILY
AWARENESS.

Figure 7.8. Fear of Drawing. Professor Kelly
wrote about the fear of drawing in her notebook
as part of a DrawBridge exercise that focused
on generative questioning.
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Written by: Professor Kelly
Comic by: Ebony

Once we ﬁgure out how to draw certain thing to our satisfaction we’ve ﬁgured out how
to draw something that doesn’t stray into dissatisfaction and we can make it behave.
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Being good at drawing means having ﬁgured out how to not make bad drawings.
And once you ﬁgure that out completely you are surface bound. Surface bound.

How to draw a girl–the lesson my cousin gave me-stopped all kinds of layers of drawing.

–Now I’m thinking about the little girl who could draw witches and loved to draw them with her father–
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a professor– [He] told me the story of how she found herself unable to draw her familiar witch one day

and how ﬁrst it frustrated her, then she got mad, and then she got scared–

Really scared and crying hard, “I can’t draw the witch! I can’t draw the witch!”
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She asked her dad to do it but he couldn’t draw the witch either. He didn’t know what to do.
Where was the witch? How had it escaped the girl’s power? What does this mean for her?

Figure 7.9. I Can’t Draw. Professor Kelly wrote this piece about the fear of drawing using
the generative questioning activity. It is a ﬁrst draft, written in seven-minutes. I translated her
writing into this comic and left the grammar and style as originally written. Part of the fear
of drawing is not being able to produce a picture that meets one’s preconceived mental image
or showcases ﬁgurative ability. For this generative questioning activity, we responded to our
generated question by ﬁrst drawing a three-minute picture and then writing for seven minutes.
The following page shows the question, narrative, and pictures from Professor Kelly's notebook.
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Responding to Fears of Drawing
Call-response exchange
I am in Professor Kelly's minivan. We are driving back to the Image
Lab after spending the morning at one of
the preschools. It is the end of July 2014
and a month before DrawBridge begins.
I have known her since the spring 2012
when I took her picture-making course
for non-artists. Professor Kelly created
DrawBridge to share how playing, pretending, and drawing with preschoolers
might be as valuable to academic inquiry
as it has been to her work. Although we
spent much of the summer together to
design DrawBridge as a graduate course
and research project, I am amazed she
wants graduate students to work with
children as co-researchers.
Sometimes she’ll say, “kids always help me get out of jams when I’m
stuck on my work.” How do children
help with her work?
This morning, I was kneeling on
the carpet of a noisy, preschool classroom and handing animal puppets to
two, four-year-old(ish) preschoolers
who hid behind a makeshift vendor
booth. They asked me to pretend to sell
them animals for their pet store. I went
through the motions of what I thought
a person who sold animals would do. I
was not pretending.
When I was ﬁve, my family lived
in a trailer park community in Severn,
Maryland. In 1986, the year I turned ﬁve,
the area was full of small crop, dairy,
chicken, and horse farms. We knew a
lot of the farmers and would pick vegetables from their ﬁelds, and gather eggs
from the chicken coops, and buy meat
for less than supermarket prices.
I remember the two-story homes
that began to sprout up in clustered
lumps scattered along our sleepy,
country road. My brother, his friends,
my friends, and I would play in what
remained of a wooded area nestled inbetween one of the chunks of big, square
homes and our community. We played

Figure 7.10. Absent Mindedness. This is a
page from Professor Kelly's composition book.
She used a DrawBridge exercise that focused
on generative questioning.
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in a large pool of mud. We pretended the mud was quicksand that sucked people into the ground. I pretended to be scared
and jumped in the mud to save my friends from certain death. When my brother and I were home, we would make up stories
about who got sucked up by the sands. Sometimes, I was so into the game that I forgot who and where I was.
This was what I thought about when I thought of children and pretending–namely it was a signiﬁcant part of a child’s
life world, a realm separate and distinct from adults. Children and childhood were the kind of spaces that researchers, such
as Corsaro (2003) and Sawyer (1997), believed to be culturally distinct and unfamiliar to adults. At the time, I believed that
to study children at play researchers had two options: participate in children's culture without imposing the rules and rituals
associated with grown-ups or be a ﬂy on the wall and observe what they do without inserting oneself in their activity. In both
situations, whatever agency adults believed children to have remained exclusive to childhood spaces.
When I ﬁshed through one of the baskets of puppets this morning, I was always me, Ebony, the graduate student in
a classroom full of preschoolers. I was too self-aware of what I was doing to be able to pretend with them in a way that
sustained our play.
Professor Kelly played with a bear puppet. A boy with a parrot puppet on his hand came up behind her.
“Peck. Peck.” He said. The boy used the parrot to pretend to nibble on Professor Kelly’s shoulder.
She peered over her shoulder and looked at the boy. He inched closer, gave a straight-face look, and returned her gaze.
Professor Kelly turned her body towards the boy, scrunched her brows together, puffed out her cheeks, and curled her upper
lip. She looked like a cat.
“Well, I don’t know what peck means.” She said and moved the bear next to her face. Her voiced was a cross between
a grandma and a little boy who just heard something he did not understand.
The boy laughed. He took another nibble.
“Peck. Peck.” He said.
“I don’t know how to peck.” She pretended to be a child bear.
“Like this.” The boy took another nibble. Peck. Peck. Professor Kelly scooted towards him.
“What did you do at school today?” She said. Now, she pretended to be the bear’s mother.
“I learned something new.” She said. She had switched back to be the child bear again.
“What did you learn?” Professor Kelly said and paused in mid-gesture before turning away from the boy. Then, suddenly, she turned back towards him.

Figure 7.11. Peck Peck.
This is a single-panel
comic I made based on
how I remembered the
pecking game.
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“Peck! Peck!” She said and tapped her bear
against the boy’s body over and over again. He
laughed, let out a little scream, hopped, and waved
his arms over his head. They made a lot of noise.
The two preschoolers at the vendor booth tossed the
animals I gave them and then rushed over to Professor Kelly. Other preschoolers went over there too.
Peck! Peck! Soon the small crowd all had puppets
and tapped one another. They laughed whenever
Professor Kelly repeated, “I learned something…
Peck! Peck!” The pecking game lasted for the rest
of play time.
Professor Kelly ﬁgured out how to pretend
with the boy holding the parrot puppet by discerning his “interests and knowledge as resources”
(Graue, Whyte, & Karabon, 2015, p. 14) that he enacted in the moment. She did not know the boy in
a way his teachers, guardians, or peers might have
known him. Professor Kelly just met the preschooler. She could not respond to his “diverse, intellectual, social, and emotional experiences and needs”
or “take multiple bodies of knowledge into moment-to-moment interactions” (ibid) with him and
the other preschoolers. They used conversation,
body movements, readily available materials, and
affective cadence to improvise and co-create an encounter that included storytelling.
The interaction paralleled call-response.
Though this term is typically used to identify a
sub-Saharan African oral tradition that has endured
in Black American English Vernacular, Jazz and
Rap innovations, and the Black American cultural
collective, the term is useful to understand aspects
of what happened in DrawBridge.
Call-response is a “spontaneous verbal and
non-verbal interaction between speaker and listener
in which all the speaker’s statements (‘calls’) are
punctuated by expressions (‘responses’) from the
listener” (Smitherman, 1977, p. 104). They can be
more than speech acts and can include bodily movements and emotional expressions. The interaction
is a reciprocal event that emphasizes the collective

Figure 7.12. A tornado. I made this comic of Professor Kelly and
preschoolers simultaneously drawing, telling stories, pretending,
and playing. DrawBridge complicated this perception of children
as having a natural inclination towards drawing and storytelling
without aloofness, hesitation, or critique.
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rather than the individual and energizes participants, “Call and response embodies an interlocking and synergistic dimension, in which
members of the group participate by adding their
own voice to those of others, to serve both as
counterpoint and counterforce, alternating stimulating others and receiving the stimulus of others until collective spiritual release and regeneration is achieved” (as cited in Boone, 2003,
p. 196). One important aspect of call-response
is that someone makes a call and another gives
a response. The relationship is reciprocal rather than hierarchical where the focus is on group
unity. Callers and responders unify through the
exchange and, to an outsider, the distinction between caller and responder might be difﬁcult to
discern.
Professor Kelly could not equally contribute to play as if she was a four- or ﬁve- year-old.
She and the children were aware of their age
differences and some of the expectations that
come with this discrepancy. What she could and
did do was ﬁgure out how to share in the mood
that emerged when the boy tapped the parrot on
her shoulder and said, “Peck. Peck.” As the responder, she participated in the non-verbal disclosure of the mood through her motional and
emotional response.
Professor Kelly’s capacity to be part of
and prolong the pretend game required some degree of intellectual inhibition so that she could
simultaneously be silly, serious, and spontaneous without reservation or aloofness. Any
feeling of unease, hesitation, or discreet objection might have altered the possibility for a receptive response.
At the time, I did not know how to be a
responder. I could not ﬁgure out how to partake
in the mood that emerged in the situation at the
pretend pet store. I could not stop thinking about
how I had no idea who these kids were, why
Professor Kelly wanted graduate students to
be with them as co-researchers, how that setup
would even be possible, what kind of research
could I do about DrawBridge, and how to get
IRB approval for three very different early
childhood centers.
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To expose DrawBridge students to preschoolers’ image making and seeing habits
meant to start from a position that children could
affect and be affected by an adult’s visualization
practices. Professor Kelly believed that to learn
how to draw with preschoolers–on more of their
terms for what counts as drawing–can habituate
adults to a valuable way of thinking that is often
ignored in most formal education settings and
personal experiences beyond the early stages of
schooling.
In one sense, her approach was a response
to how, as Taussig (2011) described, “we do everything to get children to read and write well.
But why not draw too, past the age of ﬁve or
six? … It seems like drawing is here considered
to be a prehistoric stage in one’s evolution, like
the tail that eventually drops off between our
legs. Primers for kids to learn to read and write
use drawings every inch and monosyllable, every apple and orange of the way—only to erase
all that visual representation once it has served
its larger, more sacred task” (pp. 34-35). Professor Kelly also believed that drawing extended
beyond visual representation of a pre-existing
thought. If people learned how to practice this
other way of drawing, any fears associated with
the activity would not stop the person from doing it.
After another one of our summer mornings in a preschool classroom, Professor Kelly
said, “I have something for you,” and handed
me three books: Milner’s (2010) On Not Being Able to Paint, Letley’s (2013) The Life (an
autobiography about Milner), and Winnocott’s
(2005) Playing and Reality.
“Milner inﬂuenced me. I’ve read On Not
Being Able to Paint a bunch of times. I get sick
of her parrot though” she laughed, “skip the introduction and read it after you ﬁnish the book
or, better yet, don’t read it at all.”
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“The Bird is angry and ter
terriﬁ
ed.
rri
r ﬁed
Terriﬁed of the waves that seem likely to engulf it. Angry
lest the precious egg be taken away.

The egg is important partly because it ﬂoats on the sea and
so provides a resting place, also

the parrot feels it is going to hatch into
something very important...
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though it is not sure what.

And it is afraid that the grey woman is going to take the egg away,

also that the black pincher-like thing coming
down from the skies is going to attack it,
perhaps at the grey woman’s suggestion.
The grey woman is very powerful.
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She is not harmed by the waves and can even calm the
storm by her presence, for there is a gleam of sunlight
on the water near her.

And she has in her hand a bunch of
sweet-smelling ﬂowers.

The ﬂowers show she knows where the safety
of the land is, whereas the parrot does not.

She is looking rather pained at the parrot’s
anger and greedy determination to hang
on to its egg.
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But the ﬂowers are like the bunches carried by judges in the old days
to protect them from the smell and disease germs of the prisoners.

Although she tries to hide those nasty purple
spikes down her back they are just the same.

For all her saintly looks, she is really greedy.
For all her mild looks, she is there to judge.

The parrot thinks so, anyway, it thinks
she’s got designs on the precious egg.
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The black thunder cloud shaped claws is probably God and

the murky beam to the Grey Lady’s head suggests she is the
Lord’s anointed. She is deﬁnitely in league with the thunder
cloud and could probably persuade the thunder pinchers not
to grab the parrot–if she wanted to.

On the whole I think the parrot is in a difﬁcult situation. It needs
the protection of the Grey woman, and will have to please her if
it is to get safely through the storm without being drowned. But
it thinks she is an old hypocrite and not to be trusted too far.

Lord knows what is going to happen to the egg.
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The parrot certainly seems to be me.
What then is the way out, how is it going to escape
being drowned in those stormy seas of feeling?

For if it gives in to what “they” want, the grabbing
Thunder-God and the Grey Lady, if it lets them take
its precious egg, it feels it will lose its identity all
together and never be a separate person at all.

And yet if it does not give in they
may destroy it as a punishment or
go away altogether and leave it to
drown” (Milner, 2010, pp. 56-57).

You can’t say, “I can’t draw.”
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Milner drew upon her psychoanalytic training and her daily picture-making practice to examine why some adults believed
they were not able to paint or draw. Her angry parrot painting and the subsequent story that she said emerged from this picture gave
insight to the fear as “fac[ing] facts about oneself as a separate being, facts that could often perhaps be successfully by-passed in
ordinary living” (p. 14).
The facts stemmed from the problem of seeing via gross sensory perception such as with the eyes and hands. Seeing was a
fragmentary act. When a person made a picture by hand, she was forced to imagine the wholeness of what she drew to ﬁll-in what
remained invisible. People did not want to recognize the “monstrous creatures inside oneself” (p. 53) that had the capacity to make
grossly distorted pictures of what they perceived when the “common sense mind” reconciled with the “imaginative mind” (p. 11)
through drawing. The common sense mind clang to a world of facts, of the inherent separation amongst subjects and objects (p. 16).
The imaginative mind sought a wholeness in being:
Certainly seeing with one’s own eyes, whether in painting or in living, seeing the truth of people and events and things
need an act of imagination; for the truth was never presented whole to one’s senses at any particular moment, direct
sensory experience was always fragmentary and had to be combined into a whole by the creative imagination. Even
the perception of a chair or a carrot was an imaginative act, one had to create imaginatively, out of one’s past experience of walking round things or holding them in one’s hand, the unseen other side of the chair or the carrot. And when
the solid object was a living person, what great feats of imagination even the most unimaginative person achieves in
recognizing them, not only as solid bodies with physical things inside, bones and nerves and blood and so on, but also
as having their past and their future inside, memories and hopes and ideas… This, however, since it requires imagination, brought me face to face with certain dangers inherent in the nature of imagination (p. 16).
Milner believed that adults drew with a desire to show and preserve a love they have for things, others, and themselves. When a
person drew, her common sense mind ingested what she perceived to be outside of herself and the imaginative mind returned the
object back to the world. In the process, the drawer destroyed what she perceived to be the real form of the object and recognized the
indefatigable differences that emerged through the union. If adults drew with this desire for preservation and accurate representation,
distorted drawings could be unpleasant to acknowledge.
The scholar also noted that drawing forced the person to merge with what she perceived to be outside of herself. The drawer
experienced the emotions and motions of the object that might emerge through the intimate entanglement, even those that were unknown and might be uncomfortable. When a person accepted that both kinds of minds were needed to draw, then she embraced the
“primitive hating that results from the inescapable discrepancy between subjective and objective, between the unlimited possibilities
of one’s dreams and what the real world actually offers us; and also to do with the special way in which ‘the lunatic, the lover, and
the poet’ (or painter) try to transcend this hate and either succeed or fail” (p. 80).
Milner believed that creativity relied upon accepting both relations—the intellectual, fragmentary, and gross-sensory self that
sought to preserve the separateness and individuality
of being and the imaginative, wholeness of being that
transﬁgured subjects and objects to make the union
possible. The two were necessary to evolve thought.
She stated that formal schooling tended to emphasize
common sense (intellectual thinking) above imagination (intuitive, tacit thinking) and the wholeness of life
as “our whole traditional educational procedure tends
to perpetuate this hate, by concentrating so much on
only one half of our relation to the world, the part of
it to do with intellectual knowing, the part in which
subject and object have perforce to be kept separate”
(p. 80).
She proposed the practice of free drawing to
undo the imbalance between the two minds. This kind
of picture-making resisted pre-planning and striving
for a particular form. The exercise fostered a safe
space to experience this rhythmic interplay of dreaming and doing. Meaning was both made through perFigure 7.13. Three Witches. This is a story DrawBridge participants drew
ception and emerged through unity.
from Paley’s Wally’s Stories (2002) (for more information, see Paley section
below). Drawings were made using the timing practice discussed in part one.
Timed drawing was a way to get non-drawers to draw with less reservation.

Governing the creative self
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In Miler’s free drawing practice the separate, perceptive sense of self willed one’s body to begin and continue to draw
despite not knowing what would happen or appear on paper, “and not only did one need will-power to keep one’s hand moving on
the paper, but also by will-power one had to maintain the kind of attention which created a gap ahead in time and a willingness to
wait and see what was emerging to ﬁll the gap. Also, to do this one had to shut out internal and external interruptions which might
lead one’s thought away from this framed emptiness ahead” (p. 171).
Also, to sense the wholeness of life, “the imaginative body encompass[ed] the physical body” (p. 124) with the external world
and new meaning emerged through the differences enacted by the fusion. Milner was amazed by “how ordinarily this is inhibited in
most of us; in our social life, after childhood, we do not jump for joy or kick and stamp with rage, we do not prance for pride and
exuberance of life” (p. 125).
Milner’s free drawing was a practice that governed the creative aspect of the self. She used free drawing to exercise the interplay of balanced minds in adult life. The activity was a “sensory organic language” (p. 111) “conveyed by space” (p. 13) that
showed the feeling about the “problems of being a separate body in a world of other bodies which occupy different bits of space”
(p. 13). It did emotional and motional work on the body to restore the inside and outside forms of subjectivity psychoanalytic theory
postulated:
It was the discovery that when painting something from nature there occurred, at least sometimes, a fusion into
never-before-known wholeness; not only were the object and oneself no longer felt to be separate, but neither were
thought and sensation and feeling and action. All one’s visual perceptions of colour, shape, texture, weight, as well
as thought and memory, ideas about the object and action towards it, the movement of one’s hand together with the
feeling of delight in the ‘thusness’ of the thing, they all seemed fused into a wholeness of being which was different
from anything else that had ever happened to me. It was different because thought was not drowned in feeling, they
were somehow all there together. Moreover, when this state of concentration was really achieved one was no longer
aware of oneself doing it, one no longer acted from a centre of an object as remote; in fact, something quite special
happened to one’s sense of self (Milner, 2010, p. 165).
The hand was the primary body movement that showed the rhythmic relation between intellect and imagination in drawing activities. People could move their hand to transfer an internal mood to the outside and archive it in the form of a picture. A hand-drawn
line was responsive, emotional, thoughtful, and lively. Hand-drawn pictures told a story and afﬁrmed that creativity was neither
inside nor outside the body. It emerged in a conditional situation, lying in the transitional space between inner and outer.
Children were better equipped to do free drawing. Milner believed that children drew in ways that paralleled how they play
and pretend, “I thought of children’s drawings in this connection, how often with so little knowledge of proper methods of depicting
visual experience they can take the plunge and the results delight us. Probably they can do this because the plunge is less of a plunge
to them, since they live so much of their lives through play, in a state where dream and external reality are fused” (p. 108). Children
already drew in Milner’s free way because they readily experienced this crucial interplay between their dreams and actual reality.
They are more accustomed to the notion that dreams
and reality would never fully coincide but, still needed moments to interact where a person could experience how, “the inner subjective and outer objective
aspects of reality are in a continual state of change
and development” (p. 154).
Free drawings correspond to how aspects of the
drawing activities happened during DrawBridge,
such as drawing without a premeditated plan or external critique. However, we rarely discussed our
drawings or sought out embedded meanings. Milner’s work was pertinent to the making of DrawBridge because it concerned similar inquiries the Image Lab explored–what is an image, how do people
(children and adults) see and make them, and how
might people learn to respond to fear so as to draw
without hesitation. To draw and tell stories with children, particularly during play, deepened these lines
of inquiry. DrawBridge experimented with how to
borrow a preschoolers state of mind so as to learn
Figure 7.14. Three Witches. This is another excerpt of a story
how to do non-representational drawing.
DrawBridge participants drew from Paley’s Wally’s Stories (2002).
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Chapter 8: The Transition to Preschool

ONCE
UPON A
TIME ...
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Early Childhood Centers

Cherry Park Early
Childhood Center

“we always say ‘to get it into their heads, it has
to be in their hands’–as there is so much pressure
to test young children as a measure of their success”(email, March 2014).
In the same email, the director also offered Professor Kelly an ‘open invitation to any of
[their] early education and care centers as a testing ground for working with younger children”
(ibid). Professor Kelly and I organized a research
partnership amongst the Image Lab, the university’s family resources ofﬁce, and the three early
childhood centers.
The demographic population these centers serve also made a research partnership possible. Most children who attend the early childhood
centers come from highly-educated middle- to
upper-middle class families. For most children,

Wallbrook
School

Professor Kelly selected these three
university-based early childhood centers for
two primary reasons. The locations were a
short distance from the IL, affording relative
ease for graduate students in traveling to and
from the sites. Each center also exhibited
curricular ﬂexibility and were amenable
to welcoming a DrawBridge partnership,
which disrupted typical classroom activities.
The director of all three centers sent an
open invitation to Professor Kelly. The director reached out to her, via email, after
reading an article about her work at the research institution. In the email, the director
said she saw a close alignment between Professor Kelly’s artistry and their work as early childhood educators. The director wrote,

Joshua Tree Center
for Early Childhood

one if not both parents have earned at least a
four-year college degree. These centers are
generally exempliﬁed as highly valuable environments for experimentation with pedagogy
and curricular practices. This differs from preschools that service a larger number of children
who are labeled as at-risk for not adjusting,
socially and emotionally, to formal schooling
(Eggum-Wilkens, Fabes, Castle, Zhang, Hanish, & Martin, 2014; Fogle & Mendez, 2006;
Morris, Mattera, Castells, Bangser, Bierman, &
Raver, 2014). Had Professor Kelly and I tried to
partner with other early childhood center models, such as Head Start, degree of access and
depth of participation might have been different.
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Most preschoolers who attend one of the three university early childhood centers have the leisure to use up part of
their school day with experimental activities that might have no empirically grounded evidence they will improve literacy,
numeracy, and socialization skills.
Getting to know each preschool
The Cherry Park Early Childhood Center (CPECC) is housed in one of the university’s research institutions. The
preschool has a large outdoor play space that is surrounded by two-story single family homes, a sports ﬁeld, and large
deciduous trees. About thirty-percent of the CPECC student body are children with physical, cognitive, and/or behavioral
special needs. The preschool supports university faculty and students in doing research in their classrooms and with individual
students. The school takes a play-based approach to learning. Teachers organize different kinds of play experiences–selfdirected, imaginative, and dramatic–that integrate storytelling, music, art, and science along with literacy and mathematical
skills.
The Joshua Tree Center for Early Childhood (JTC) is located in the university’s on-campus housing community
center and primarily services housing residents. Most JTC preschoolers walk to school with their parent(s), grandparent(s),
or neighbor. They also play regularly with one another outside the context of preschool, since most live within walking
distance of each other. The housing area is surrounded by a densely wooded, semi-secluded conservation area. Teachers
regularly take preschoolers on nature walks. JTC also has well-equipped and ample outdoor play space.
The community center is a multifunction space where residents study, exercise, host potlucks, and organize other
community events. The center’s big gym is a shared space. Older community residents, for example, play mahjong along
the periphery of the space while preschoolers play.
A large portion of the housing residents are international students, making JTC an ethnically and linguistically diverse
preschool. During the time of DrawBridge, many preschoolers spoke at least one other language besides English, though
most spoke almost exclusively in English at school. Some were learning English as a new language and spoke mostly or

FALL
SEMESTER

Cherry Park Early
Childhood Center

Carly
Butterﬂy Room
(ages 3-5)

Olena
Butterﬂy Room
(ages 3-5)

Natalie
Centipede Room
(ages 3-5)

Xavier
Centipede Room
(ages 3-5)

Caitlyn
Honey Bee Room
(ages 3-5)

SPRING
SEMESTER

Megan
Honey Bee Room
(ages 3-5)

Ethan
Honey Bee Room
(ages 3-5)

Figure 8.1. DrawBridge At Preschool. The ﬁgures on
the following three-pages show where each of us went
on Monday mornings for the fall and spring semesters.

195

FALL
SEMESTER

Wallbrook
School

BOTH
SEMESTERS

Iona
Narwhal Room
(ages 3-5)

Abby
Narwhal Room
(ages 3-5)

Ramona
Beluga Room
(ages 2-3)

Eagan
Starﬁsh Room
(ages 3-4)

SPRING
SEMESTER

Farin
Dolphin Room
(ages 3-4)

Rae
Dolphin Room
(ages 3-4)

entirely in their native tongue. The school’s faculty and staff take an approach to learning that emphasizes respect, diversity,
anti-bias, and peace education. The teaching, administrative, and community center staff were also diverse and, at the time
of my ﬁeldwork, included several men, multiple language speakers, non-native English speakers, non-white females, people
with physical disabilities, and gender non-conforming individuals.
The Wallbrook school is located in the middle of the university campus. Many university faculty and staff send
their children there. The school’s two ﬂoors have several classrooms that face onto a common space. There is also a wellequipped outdoor play area divided into two sections, one for children ages 3+ and one for children under three. Teachers
and staff focus on learning through inquiry. They take a mostly hands-off approach during playtime. At the time of my study,
indoor play was sometimes semi-facilitated by teachers and blended with broader discovery themes of classroom instruction. The school regularly provides teaching and learning opportunities for university students. They are part of a number of
upper-level courses that include a service-learning or ﬁeldwork component. They also aim to support university faculty and
students to do research with their children, teachers, and administrative staff as well as in their school’s setting.
Obtaining parent consent
Administrative and teaching staff in all three centers were accustomed to supporting university research in their classrooms. Two of the three centers had multiple classrooms with two-way observation mirrors and a part-time research coordinator. All centers were also frequented by pre-service teachers who shadowed full-time educators to fulﬁll certiﬁcation
requirements. When parents register their children, they are also made aware of each school's support of university faculty
and student research and their right to decide whether to have their children participate in each project. The process for
obtaining parental consent for DrawBridge happened with relative ease: Two parents whose children attended JTC did not
give consent for their child to participate in the research. This was out of the four classrooms where DrawBridge took place.
About eighty-percent of parents at the Cherry Park Center and Wallbrook School consented for their children to participate
in the project.
I structured the consent process so as to know who participated only after I ended my ﬁeldwork. DrawBridge participants were with the children without knowing which child consented to the research. Professor Kelly and I structured
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FALL
SEMESTER

Joshua Tree Center
for Early Childhood

Louisa
Evergreen Room
(ages 3-4)

BOTH
SEMESTERS

Haley
Peach Tree Room
(ages 4-6)

Dale
Peach Tree Room
(ages 4-6)

BOTH
SEMESTERS

Nour
Peach Tree Room
(ages 4-6)

SPRING
SEMESTER

Luke
Evergreen Room
(ages 3-4)

Raquel
Evergreen Room
(ages 3-4)

consent this way because we did not want that information to inﬂuence our interactions. Teachers and administrative staff
helped me organize, distribute, collect, and store consent documents. The parental/legal guardian permission process was
in the form of a letter. Letters were sent home to parents. They were signed, initialed, and returned to the teacher, who put
them in a manila envelope. The envelope was sealed and handed to me.
When I checked parental consent forms at the end of the semester, I realized that I also should have had the parent
letter and consent form translated in languages primarily spoken at home. This is particularly the case in one class where
almost half of the students were Chinese. They primarily spoke Chinese in the classroom and at home. Only three Chinese
students returned the consent form, irrespective of degree of consent. Consequently, a rich body of data generated by me,
Professor Kelly, and two DrawBridge students–they spoke, read, and wrote in Chinese at a professional or near professional
proﬁciency–had to be omitted from my analysis.
Preschooler recruitment process
Classroom teachers assisted with the assent process. During morning meeting time, part of the scheduled day when
a pre-K class sits together, I described the research project with a recruitment script that used language preschoolers would
most likely be able to understand. The early childhood directors helped me draft this script. I also used pictures drawn by
children during the lab’s Drawing Jams to help explain the research. This form of recruitment was a conversational, question
and answer setting as well as a kind of show and tell. Since recruitment involved preschoolers, ranging from two- to ﬁveyears-old, a child's non-resistant behavior was interpreted as assent. I took care to discontinue the participation of any child
who appeared to experience undue stress from my research. The classroom teachers helped me interpret the child's behavior
as to whether or not it was assent. Although classroom teachers were present during the time of the research and assisted me
with the child assent process, they were not part of the research project. This means that they did not assist in generating,
documenting, or analyzing any of the data. I did most recruitment activities after doing three-months of pilot research.
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Ethics of consent and data generation process
To reconsider child agency, I designed for an ethical symmetry (Christensen & Prout, 2002). Ethical symmetry means
to treat research participants in complementary ways in how I disclose and address questions about my research as well as
generate data. For example, although the main recruitment process— following Institutional Review Board (IRB) protocol—occurred twice for both graduate students and preschoolers, I considered consent and recruitment as an ongoing part of
my research. Professor Kelly directed the class to take preschoolers’ lead in the classroom. If a preschooler did not want to
play, draw, dictate a story, or have their conversation documented, we respected their wishes for that day (or however long
they requested).
I interpreted assent or dissent beyond speech acts and included, for example, body gestures and emotions. Similar
to Parks and Schmeichel (2014), I aligned with Graue and Hawkins’ (2005) discussion of how researchers need to take a
child’s dissent seriously, and acknowledge how, for example, the degree and kind of dissent articulated by participants might
change over time. As with DrawBridge course participants, a child’s dissent—whether articulated verbally, bodily, or playfully—ﬂuctuated throughout the duration of the project.
At times, a preschooler asked one of us why were in the class or what we were–adult, child, or teacher, for example.
Sometimes, I used the word researcher and described what that meant, “I am a researcher. That means I want to see how you
and I and the people wearing these badges (all graduate students wore DrawBridge badges designed by Professor Kelly)
draw, play, and tell stories together to wonder about things,” or sometimes I would say, “I’m here to learn how kids draw. I
think adults can learn a lot from the way you draw. If it’s okay, sometimes I’d like to share your drawings or what you say
and do with other people.”
As noted earlier, DrawBridge was afﬁliated with the lab. This space holds monthly public events such as drawing
jams. Occasionally, a parent or guardian (such as a grandparent) of one of the preschooler participants would be at the jams.
Sometimes, they would ask me about the research component of DrawBridge. My response was along the lines of, “I'm
studying how kids and adults draw as a way of seeing and thinking that might inﬂuence how they learn. I think kids might
have some valuable insights on how people draw as a way of learning beyond the early stages of formal education.”
Process for placing DrawBridge in preschool
Professor Kelly and I brieﬂy described each preschool to the DrawBridge class. Students then listed their top two
schools for placement, preferred age-group, and explained their choices. Reasons ranged from course schedule or work
conﬂict, parental responsibilities, research interests, language skills, and preference for maximum time spent outdoors.
Students also gave Professor Kelly their resumes. I emailed each school director the résumés from those who picked their
preschool. If teachers had any student preferences, the director sent me an email with that information and the reason. All of
the teachers were ﬁne with however Professor Kelly and I grouped everyone. The teacher who taught the class where almost
half their students were Chinese requested Chinese speakers.

Cherry Park Early
Childhood Center

Butterﬂy Room
(ages 3-5)

Joshua Tree Center
for Early Childhood

Figure 8.2. Me and Professor Kelly at Preschool. For the ﬁrst
three Monday’s, Professor Kelly and I rotated amongst the three
schools to address any programming-related issues that might
come up such as classroom placement. Professor Kelly and I
stayed in one classroom for the remaining fall and following
spring semester.

Peach Tree Room
(ages 4-6)
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DrawBridge and Vivian G. Paley

PROFESSOR KELLY WAS
ALSO INSPIRED BY
PALEY’S WORK. PALEY
WROTE ABOUT HER USE
OF DRAMATIC PLAY
AND STORYTELLING IN
PRE-K AND KINDERGARTEN.

SHE DOCUMENTED HER
STUDENTS’ STORIES AS
WELL AS THEIR PLAY
AND PRETEND HABITS.
PALEY ALSO SHARED HER
ATTEMPTS TO REDIRECT
CERTAIN RULES FOR
CLASSROOM PLAY AND
PRETEND.

PALEY STARTED TO
RECORD WHAT KIDS WERE
SAYING AND HOW THEY
TOLD STORIES. THAT’S
WHEN I GOT A REALLY
GOOD SENSE OF HOW
IMAGES WORK AND HOW
THEY START EARLY ON...

Figure 8.3. Recopy. I recopied a drawing a preschooler, named Felicia, drew in my notebook during circle time. Drawing in
the preschool class–where I spent the most of the year–happened during circle time, a formal instruction period where students
learned socialization activities (such as greeting one another), mindfulness practices such as breathing exercises, and literacy,
numeracy, and science skills. Later, I examine the signiﬁcance of drawing outside of designated art areas and times.
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PROFESSOR KELLY
INTRODUCED ME TO
PALEY’S WORK THE
SUMMER BEFORE
DRAWBRIDGE TO GIVE
ME SOME SENSE OF
WHAT MIGHT HAPPEN
IN THE COURSE.

WE USED SOME OF
THE STORIES PALEY
COLLECTED IN HER
BOOKS TO DO SEVERAL TIMED DRAWING
ACTIVITIES. WE DID
THESE BEFORE GOING
TO THE PRESCHOOL
CLASSROOMS.

WHAT IS THE
CULTURE OF
PLAY IN PALEY’S
CLASSROOM?
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WELL, PALEY’S STUDENTS
SEEMED TO WANT TO
TELL STORIES, AND
RE-ENACT THEM AS IF
THESE ACTIVITIES WERE
INHERENT TO BEING A
CHILD. SHE CREATED THE
CONDITIONS FOR HER
STUDENTS TO MAKEUP
STORIES AND ENGAGE IN
DRAMATIC PLAY.

PALEY DESIGNED
HER CLASSROOM
AND DEVELOPED A
PEDAGOGY TOWARD
THE USE OF PLAY,
PRETEND, AND
NARRATIVE.

PLAY WAS AN ANIMATED
STORY. CHILDREN ATTACHED
SYMBOLIC MEANING TO
ONE ANOTHER AND READILY
AVAILABLE OBJECTS SO AS
TO RE-IMAGINE COMPLEX
EMOTIONS AND SOCIAL
EXPERIENCES.
PLAY AND PRETEND WERE
OPPORTUNITIES FOR LANGUAGE DEVELOPMENT, CURIOSITY, FEELINGS, REFLECTION,
AGENCY, INQUIRY, CREATIVITY,
SOCIALIZATION, AND THE
IMPROVEMENT OF TEACHER
INSTRUCTION. SHE SAID:

(In my advisor’s ofﬁce)
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AMAZINGLY, CHILDREN ARE BORN
KNOWING HOW TO PUT EVERY
THOUGHT AND FEELING INTO STORY
FORM. IF THEY WORRY ABOUT BEING
LOST, THEY BECOME THE PARENTS
WHO SEARCH; IF ANGRY, THEY FIND A
HOT HIPPOPOTAMUS TO IMPOST HIS
WILL UPON THE WORLD. EVEN HAPPINESS HAS ITS PLOT AND CHARACTERS:
PRETEND I’M THE BABY AND YOU ONLY
LOVE ME AND YOU DON’T TALK ON
THE TELEPHONE.

IT IS PLAY, OF COURSE, BUT IT IS ALSO STORY
IN ACTION, JUST AS STORYTELLING IS PLAY PUT
INTO NARRATIVE FORM. THE DISTINCTIONS ARE
IMPORTANT TO ME BECAUSE THIS STORY PLAYING
AND STORYTELLING HAS BECOME THE CURRICULUM
OF ANY CLASSROOM IN WHICH I AM THE TEACHER. SOMEWHERE IN EACH FANTASY IS A LESSON
THAT PROMISES TO LEAD ME TO QUESTIONS AND
COMMENTARY, ALLOWING ME TO GLIMPSE THE
UNIVERSAL THEMES THAT BIND TOGETHER THE
INDIVIDUAL URGENCIES (1990, P. 4).
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I PICKED THE MAGOO STORY FOR
PROFESSOR KELLY TO READ DURING A
CLASS HELD AT THE IMAG
IMAGE
GE LAB. PALEY
DOCUMENTED IT IN HER BOOK, WALLY’S
STORIES (2002). AFTER WORKING IN THE
IL, READING A HOST OF PALEY’S BOOKS,
WHILE ALSO HAVING NO PRIOR EXPERIENCE WITH PRESCHOOL PEDAGOGY OR
GROUPS OF PRESCHOOLERS, I ASSUMED
THAT TWO OF THE PRIMARY ACTIVITIES
IN DRAWBRIDGE WOULD BE SOME FORM
OF STORYTELLING AND DICTATION.

DRAWING THE MAGOO
STORY
WAS ANOTHER WAY
ST
TO LEARN
HOW TO SEE
LE
AND MAKE IMAGES IN
DRAWBRIDGE.
IT WAS ALSO
DRAWBR
USED TO GIVE US SOME
INSIGHT
INSIGH ON HOW CHILDREN
TELL STORIES,
DRAW, PLAY,
S
AND PRETEND
WITH ONE
P
ANOTHER.

I ALSO BELIEVED THAT THESE ACTIVITIES WOULD LOOK SIMILAR TO
THE STORYTELLING AND DICTATION
THAT TOOK PLACE IN PALEY’S WORK
AND IN THE IL’S MONTHLY SCIENCE
DRAWING JAMS. PRESCHOOLERS WOULD
TELL STORIES AND DRAW. GRADUATE
STUDENTS, PROFESSOR KELLY, AND I
WOULD DOCUMENT THEIR PICTURES
AND NARRATIVES, EITHER IN PICTURE
OR TEXT FORM.

TO SOME EXTENT, PROFESSOR KELLY ALSO THOUGHT
DRAWING AND STORYTELLING WOULD HAPPEN WITH A
SIMILAR EASE AND FREQUENCY
SHE EXPERIENCED IN THE IL’S
DRAWING JAMS AND HER PREVIOUS INTERACTIONS WITH
CHILDREN.
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Drawing Wally’s stories
We are in the Image Lab. The table is covered with our notebooks, pens, and colored pencils. At the far end of the
table, away from the narrow, corner window that faces a cheap Chinese restaurant, Professor Kelly balances a projector on
a small plastic tote.
“And now a special feature. Here we go!” She says. The windows shades are down. We sit in the dark and stare at
the white-board. It is the only wall in the lab without a window. Suddenly, the pictures we drew a week ago appear.
“Oh shoot, now I’m blowing the whole surprise.” She says. Dale laughs.
“Should we shut our eyes?” Carly asks.
“Yeah, shut your eyes,” Professor Kelly says, “I’m serious, do it.” Ramona laughs and closes her eyes. Professor
Kelly chuckles and draws her face closer to her computer screen.
“Shut your damn eyes.” She says in a baritone inﬂected whisper. She smirks. I close my eyes.
“Okay, open your eyes.” We see the same pictures ﬂoat–Ken Burns style–across the screen.
“Oh shit, shut your eyes again,” Rae, Dale, Iona, and Romona laugh. Carly closes her eyes and smiles. I close my
eyes again and smile.
“Could you hand me the robot?” Professor Kelly says. I open my eyes, reach behind me, and ﬁsh out the green,
portable speakers shaped like a robot. I hand it to her. She plugs the robot’s USB cord into her computer. A chair squeaks.
“Alright. Here we go. Now you can open your eyes,” she says, “a ﬁlm by my students in DrawBridge.” Rae, Natalie,
Carly, and Dale laugh. I lean back in my chair, cross my arms, and watch. Natalie leans toward the screen, rests her elbows
on the table, and cups her head with both hands. Haley pushes his chair back, stretches his legs out in front of him, and
slouches in his chair. An orchestra plays music made for the soundtrack to a movie from the 1940s or 50s—loud, dramatic,
shocking and then quiet, soft, whimsical, and faint. We watch our drawings on the big screen and listen.
We drew these pictures last week on 3x5 inch library catalog cards. Professor Kelly read a story to us and we drew
what we heard. She told us to draw a frame on eight cards and then to work on a spiral in our notebooks.
“I want you to work on a spiral the ﬁrst time I read and just listen to the story.” People nodded. Professor Kelly stood
at the far end of the long table and read a story called, The Creature of the Black Magoo (CBM).
“Now this time, I want you to start drawing what you hear. Don’t think too much about it. Try to draw all eight cards
using your non-photo blue. I’ll read two more times.”
We make many drawings by starting with a non-photo blue pencil. The pencil does not appear in black and white
copies or scans. Though Professor Kelly admitted that this tool is obsolete in today’s digital world, she still starts with a non-photo
blue pencil when she cartoons. She prefers this
pencil to a drawing tablet or software program
to do a ﬁrst draft. She included two non-photo blue pencils in our supply kit. People could
ﬁrst draw with a non-photo blue pencil to feel
less compelled to erase, an action that disrupts
one’s ability to be in this other rink. Erasing is
an action of critical judgment—this is a bad
line for what I have planned for my drawing,
so I am going to remove it and make a new
one.
Two people begin to draw in non-photo blue before Professor Kelly rereads CBM.
Rae forgot her supply kit. She found a light
blue colored-pencil amongst the crayons, colored-pencils, and markers on the table and
used that to draw.
Figure 8.4. Vivian Paley. I drew the picture on this
page and the following from a YouTube video (Matlock, 2014) of Paley in a preschool classroom.
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Professor Kelly ﬁnished reading CBM for the third time. Most people continued to draw as she talked about homework.
“So for homework, you’re going to ﬁnish drawing this story, adding color.” Professor Kelly handed out a copy
of the story. We had a week to ﬁnish. The following Wednesday, we arranged our little pictures of CBM, on the table and
spent time, about seventeen-minutes total, walking around and looking at them. Everyone laughed. Sometimes people
smiled, giggled, leaned close to the picture, gasped, and whispered. Then, Professor Kelly collected our CBM drawings.
After four-weeks of being together and adjusting to daily drawing and writing, I felt a repetition and rhythm in
what happened in the lab; 1) ﬁrst, attendance by drawing a self-portrait; 2) then, extensive periods of writing or drawing by
following highly-speciﬁc instructions about timing, formatting, and copying; 3) and then, moments of listening to a story
someone wrote, drawing what we heard, and watching (looking at) our pictures together. This general, almost predictable
structure was coupled with spontaneous moments of laughter, drawing, storytelling, singing, and, occasionally, dancing.
Professor Kelly said, “When you start working with kids, what you’re gonna see is other human beings who have
a completely different rate and a different way of ideas coming to them. One of the things that I’m hoping happened to you,
‘cause it’s one of the things that happens whenever I draw, while working on your Black Magoo piece was getting to a thing
and not knowing how the hell you were going to solve it. And the funny part is, you can sit there and stare and think it over
or you can just start moving your hand. And I hope you started to discover just ‘cause you had to get this thing done was, as
you started moving your hand, parts of the drawing started to appear that you didn’t necessarily expect. And I hope in our
writing exercises that you’ve done so far, you had this experience of you not knowing how the story’s gonna go and then
having stuff that you haven’t thought of in ages come to you. So, we’re getting to this idea that ideas are something that
happen. We’re using drawing as this way of thinking, as this way of wondering. It’s this new way of drawing, I mean, like
a language.” Professor Kelly did not mention anything about making a movie of our work.
Now, we watch this compilation of our drawings in movie-form. People laugh. First Natalie lets out a sharp chuckle
when she sees a drawing of a bright green monster with red ﬁngernails and hears cymbals clang. We hear a monster growl in
the background of the orchestral song. Our pictures of the creature eating the princess appear and re-appear when the music
softens and the orchestra plays sweet, whimsical chimes.
“Oh no!” Natalie says. She smiles and laughs. Her eyes brighten.
Suddenly, the french horns, drums, cymbals roar again. Our pictures of the monster in jail appear. Natalie, Professor
Kelly, Carly, and I laugh. I laugh hard and long and tears form in my eyes.
Little chimes sound as the music gets quiet again. We see some of our pictures one more time. Then, the orchestra
roars once more and our pictures of the monster breaking out of jail and eating the police appear. Ramona laughs. Haley
cackles. Dale chuckles. Ethan smiles, showing his teeth. We are all laughing. The laughter ﬁlls the room and, for a moment,
drowns out the orchestral music.
The last picture fades out and the music dies down.
“Yeaaaaahhhh!” Professor Kelly says. She claps. Everyone else in the lab claps too. And laughs.
“The Creature of the Black Magoo! Good
work everybody!” She says and stretches both
her arms out towards us. Her palms fan open.
The Image Lab is dark. I get up to ﬂip
the switch to raise the shades. The automatic
function makes a steady chirping sound.
“Is there a bird in there?” Dale says, still
laughing.
“Let the sun come out again!” Natalie
says, still laughing too. Ethan leans against
the table and looks inside the nearest candy
basket. He ﬁshes out a box of Nerds. It is
9:20am.
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ONCE UPON
UP
A TIME ...

THERE WAS A SHIP.

EVERYBODY WAS SLEEPING INSIDE THE SHIP.

IT WAS NIGHT TIME.
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THERE WAS A PRINCESS THERE.

THEN TWO UGLY HANDS CAME ON THE BOAT.

IT WAS THE CREATURE OF THE BLACK MAGOO.

HE TOOK THE PRINCESS UNDERWATER INTO A CAVE.
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THEN IT WAS MORNING.

THEN THE PEOPLE IN THE SHIP WOKE UP.

THEY SAW THE PRINCESS WAS ALL GONE.
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A MAN ON THE SHIP GOT IN A DIVER’S SUIT TO
GO FIND THE PRINCESS.
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HE WENT UNDERWATER IN A CAVE
WHERE THE PRINCESS WAS.

WHILE HE WAS LOOKING AROUND, THE CREATURE OF THE BLACK
MAGOO GRABBED HIS NECK AND CHOKED HIM.

HE DIED.
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THEN THE CREATURE OF THE BLACK MAGOO
BROKE THE SHIP ALL UP.
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HE ATE UP THE PRINCESS.
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A POLICEMAN SHOT HIM BUT IT DIDN’T HURT HIM.

A POLICEMAN CAME AND TOOK HIM TO JAIL.
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THEN HE BROKE OUT OF JAIL.
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HE BIT THE POLICEMAN AND HE DIED.”
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Figure 8.5. Wally's Stories. These are the pictures
we made from The Creature of the Black Magoo.
They were made by the fall semester class.
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Chapter 9: Learning How to Take Children's Lead
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Getting Preschoolers to Draw

DID PALEY EVER
WRITE ABOUT
DRAWING?

PALEY SELDOM WROTE
ABOUT THE USE OF
DRAWING IN HER
REFLECTIONS ON PLAY
AND PRETEND. IN BOYS
AND GIRLS (1986), SHE
CHARACTERIZED DRAWING
AS A FEMININE, PASSIVE,
STATIC, AND QUIET
ACTIVITY:
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PALEY THOUGHT OF DRAWING
AS A GIRL’S ACTIVITY THAT
HAPPENED AT A DESIGNATED
AREA, THE ART TABLE. BOYS
DREW LESS OFTEN THAN
GIRLS. SHE ALSO NOTED HOW
ONE BLACK BOY DEVIATED
FROM THIS NORM AND DREW A
LOT WITH THE GIRLS AT THE
ART TABLE (1986, PP. 4-5).

I OFTEN WATCH THE NURSERY
SCHOOL CHILDREN NEXT DOOR
’AT WORK.’ THE YOUNGEST BOYS
AND GIRLS START AT ABOUT THE
SAME PLACE; THAT IS THEY ARE
EQUALLY UNSKILLED. DELIGHTED
BY THE NOVELTY OF MESSY,
COLORFUL ART MATERIALS, THEY
DRAW, TEAR PAPER, AND SMEAR
PASTE WITHOUT REGARD FOR
THE FINISHED PRODUCT.

DID SHE
ELABORATE
ABOUT WHY SHE
THOUGHT THE
BOY DREW?

IT SEEMS SPLENDID ENOUGH
THAT CRAYONS MAKE MARKS ON
PAPER, THAT PAPER CAN BE TORN
OR CUT, AND THAT PASTE MAKES
PAPER SLIPPERY. THE PAINTS
DRIP AND FLOW AND CHANGE
COLORS IN MAGICAL WAYS. THE
CHILDREN ARE NOT MAKING
’SOMETHING’; THEY ARE SIMPLY
MAKING.

THE BOYS, HOWEVER, QUICKLY
BECOME DISCOURAGED. THE NOVELTY
IS SOON OVER AND THEY WANT
SPEEDIER IMPROVEMENTS. OTHERS
AROUND THEM ARE DRAWING REAL
PICTURES WHILE THEY CANNOT
SEEM TO MAKE THE CRAYONS
RESPOND PROPERLY. IN ANY CASE,
THESE TABLE ACTIVITIES REQUIRE
TOO MUCH SITTING; THEY KNOW
THEY WOULD BE BETTER OFF
PLAYING WITH CARS (P. 103).
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SHE WROTE ABOUT WHAT HE DREW. I
WAS CURIOUS ABOUT HER PERSONAL
COMPLEXES AROUND BLACKNESS
NESS AND
GENDER. HER WRITING GRAVITATED
TATED
TOWARDS WHAT BLACK CHILDREN DO IN
HER CLASS AND HOW THEY INTERACTED
WITH THEIR PEERS. SHE ALSO FOCUSED
ON STATIC GENDER BINARIES, PARTICULARLY IN BOYS AND GIRLS (1986),
WALLY’S STORIES (2002), AND THE GIRL
WITH THE BROWN CRAYON (1998). HER
WORDS REVEAL SOME PERSONAL TENSION
ABOUT RACE AND GENDER.

BUT, ANYWAY, SHE SAID WHEN
OTHER BOYS DID DRAW, THEIR
PICTURES AND BEHAVIORS WHILE
DRAWING DIFFERED FROM GIRLS.
BOYS DISPLAYED PRONOUNCED
AGGRESSION AND EXCITEMENT
WHEN THEY DREW. GIRLS DID NOT
SHOW THE SAME BEHAVIOR. BOYS
AND GIRLS ALSO UNDERSTOOD
DRAWING AND COLORING AS WORK.
DRAWING ACTIVITIES WERE
CONSIDERED PRODUCTIVE AND
PRODUCT-ORIENTED.
PALEY BELIEVED THAT HER
STUDENTS ALSO ASSOCIATED
DRAWING WITH FEMINITY,
SCHOOLWORK, AND SUBMISSIVE
BEHAVIOR BECAUSE OF WHERE
AND HOW THE ACTIVITY
HAPPENED AS WELL AS WHAT
MATERIALS WERE USED.

SO, WHAT IS THE
CONNECTION BETWEEN PALEY AND
DRAWBRIDGE?
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HMMMM, SO PALEY
STRUCTURED HER CLASSROOM FOR DRAMATIC
PLAY AND STORYTELLING
TO HAVE A RECIPROCAL
RELATIONSHIP THAT
CHILDREN LEARNED AND
INCORPORATED INTO
THEIR CULTURE OF
PLAY.

DRAWBRIDGE ALSO
STRUCTURED A KIND OF
RECIPROCAL RELATIONSHIP BETWEEN US AND
THE PRESCHOOLERS.

PROFESSOR
PROF
FES
E SOR KELLY
PARTLY BASED THE
COURSE ON THE IMAGE
LAB'S DRAWING JAMS.

Figure 9.1. Copying. One of the DrawBridge assignments Professor Kelly and I
assigned before meeting preschoolers was copying the drawings from the IL's Drawing
Jams. This is Ramona's picture. Each of us also included a sentence or phrase we heard
when a classmate read their work out loud.
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THE JAMS HAPPENED IN A PLACE
WHERE ADULTS REGULATED A CHILD'S
AUTHORING SPACE. CHILDREN COULD
DRAW WHATEVER THEY WANTED AND
DID NOT HAVE TO RESPOND TO THE
PROPOSED QUESTIONS. MOST USED
THE IMAGE LAB’S DRAWING MATERIALS AND ABODE BY OUR CONDITIONS
FOR DRAWING. THE ACTIVITY WAS
LIMITED TO PAPER AND A MARKING
INSTRUMENT (CRAYONS, COLORED
PENCILS, OR MARKERS), AND OCCURRED
WHILE SEATED AT A TABLE.

ADULTS WERE ALWAYS
PRESENT AND WOULD, AT
SOME POINT, ASK THEM
ABOUT WHAT THEY DREW.
EACH PICTURE WAS USUALLY MADE BY ONE PERSON.
THESE CONSTRAINTS
IMPACTED WHAT KIND
OF IMAGE-MAKING AND
SEEING ACTIVITIES COULD
TAKE PLACE, NOT ONLY FOR
CHILDREN BUT ALSO FOR
ADULTS.

PROFESSOR KELLY, THE EVENT
VOLUNTEERS, AND I LOVED TO
SEE WHAT HAPPENED DURING
THE JAMS. SOMETIMES, THE
CHILDREN RESPONDED TO THE
DRAWING CONSTRAINTS IN
WAYS THAT CHALLENGED OUR
WAY OF THINKING ABOUT
WHAT DRAWING COULD DO.
AND THEY WERE FUN.

Figure 9.2. Copying. One of the DrawBridge assignments Professor Kelly and I assigned before
meeting preschoolers was copying the drawings from the IL's Drawing Jams. This is Ethan’s
picture. The task for this assignment also included translating the picture into a collage.
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PROFESSOR KELLY AND I
MADE UP SEVERAL ASSIGNMENTS FOR US TO DO
ONCE WE TRANSITIONED
TO THE PRESCHOOLS. SOME
WERE AN EXTENSION OF
WHAT HAPPENED DURING
OUR DRAWING JAMS.

FOR EXAMPLE, PROFESSOR KELLY ASKED
US TO FILL A SEPARATE, THREE-RING
BINDER WITH PRESCHOOLERS’ DRAWINGS
AND STORIES. DURING THE FIRST SEMESTER, ONE OF THE COURSE ASSIGNMENTS WAS TO ILLUSTRATE A STORY
FROM THIS BINDER AND READ IT TO
THE PRESCHOOLERS.
CHOOL

Written by: Louisa
Comic by: Louisa

“We want to have a sleep-over,” said Denise.

“We called but she did not answer our calls or messages,”
said all of them.

“But we have to call your mom to be sure it’s OK,” said Sonny.

Then….“A monster!” yelled Sonny, and then the rest of
them yelled, too.
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“It’s a monster that eats ﬁngers.

He left,

It ate your ﬁnger.

but he came back,

so we pushed him, and he went away.”

“Is that it?” I asked.
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“No!” they answered me. “He will return in 20 years.”

PRESCHOOLERS MADE UP THE
FINGER-EATING MONSTER STORY
AS THEY PLAYED WITH LOUISA.
SONNY ASKED LOUISA TO CLIMB
UP TO LOFT AND DRAW WITH HER.
ANOTHER PRESCHOOLER, DENISE,
TAGGED ALONG. DENISE AND SONNY
WERE SHOWING LOUISA DANCE
MOVES WHEN ANOTHER PRESCHOOLER
NAMED, SABRINA, CLIMBED UP TO
JOIN THEM.

SONNY TOLD LOUISA THAT SHE
[LO
[LOUISA] WAS A KID AND THEY
WE
WERE HER TEACHERS. THEN THEY
WERE PRETENDING TO CALL LOUISA'S MOTHER WHEN, SUDDENLY,
SONNY YELLED, ’’A MONSTER!’’ A
STUDENT-TEACHER, WHO WAS NOT
PART OF THE PLAY, OVERHEARD
THE NOISE AND CAME OVER TO
SEE WHAT WAS HAPPENING. THE
PRESCHOOLERS MADE HER THE
MONSTER.
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MOST OF THE TIME I
WAS DRAWING WITH THEM
OR I WOULD LISTEN TO
THEIR STORIES IT WAS SO
HARD BECAUSE I COULDN’T
UNDERSTAND WHAT WAS
GOING ON BECAUSE OF
THE LANGUAGE. THEY PLAY
AND IMAGINE DIFFERENT
PLACES.

WE’RE WORKING,
WE’RE IN THE
HOUSE AND YOU’RE
THE KID AND THEN
SUDDENLY A MONSTER
CAME. THEIR STORY
EVOLVED SO FAST,
THEY SWITCHED
REALLY FAST.

WHEN MONSTER CAME, THE
MONSTER WAS ONE OF THE
TEACHER STUDENTS. SHE
WAS LIKE, ’’WHAT ARE YOU
GUYS DOING?’’ THEY WERE
LIKE, ’’NO! THE MONSTER!’’
SHE WAS LIKE, ’’I’M NOT A
MONSTER’’ AND ONE WENT
UP TO HER STUDENTTEACHER AND SAID, ’’IT’S
JUST PRETEND.’’

SHE [THE KID] WAS
SAYING... WE KNOW YOU’RE
NOT A MONSTER, BUT HELP
US OUT. THE STUDENTTEACHER WAS LIKE, ’’OH!
OK OK’’ AND THE KIDS
RETURNED TO, ’’NOOOOO
THE MONSTER!’’

(Louisa's Interview)
THEY WILL TELL ME
WHAT TO DO: ’’HE ATE
YOUR FINGER.’’ BUT I
WILL GO WITH IT. THEY
LIKE WHEN YOU GO
WITH IT. YOU FOLLOW
THE PLOT THEY ARE
CREATING.

WHAT DID
SHE MEAN
BY THE
LANGUAGE?

OH, ENGLISH IS
LOUISA'S THIRD OR
FOURTH LANGUAGE AND
NOT HER STRONGEST.
SHE TOLD ME THE
KIDS WOULD CORRECT
HER PRONUNCIATION
SOMETIMES, WHICH SHE
APPRECIATED BECAUSE
MOST ADULTS DON'T
TELL HER.
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I REMEMBER THE
FIRST TWO WEEKS
OF DRAWBRIDGE,
SOME OF HER X-PAGE
WRITING WAS ABOUT
HER DIFFICULTY WITH
WRITING IN ENGLISH.
PROFESSOR KELLY DIDN'T
CARE WHAT LANGUAGE
WE USED TO DO THE
ASSIGNMENTS.

SHE ACTUALLY ENCOURAGED
WRITING AND READING
IN ANOTHER LANGUAGE,
AND EVEN WRITING AND
READING MATH FORMULA
OR CHEMICAL EQUATIONS.

WHEN SHE SAID, "ALL
STORIES ARE WELCOMED,"
SHE MEANT IT. EVEN
THE ONES NO ONE ELSE
MIGHT UNDERSTAND. A
FEW PEOPLE, LIKE LOUISA,
WROTE AND READ PHRASES
IN LANGUAGES BESIDES
ENGLISH IN THEIR
NOTEBOOK.

Figure 9.3. Playtime. I drew this based on a photograph
of DrawBridge participant in the preschool. This is the
only drawing I made based on a photograph.
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Classroom culture of drawing
Louisa, Sonny, Sabrina, and Denise drew for a brief
moment during their ﬁnger-eating monster encounter. Sonny’s invitation for Louisa to draw in the loft was also an invitation to join their play. They were also being the drawing
or, as Professor Kelly observed about her own experiences
in preschool, “I realized that I had mostly drawn with kids I
already knew. And then, DrawBridge happened. When kids
have a choice to draw or be the drawing, they would rather
be the drawing.”
Although all of our experiences were different, most
people shared a similar awareness of how little drawing
happened in preschool. By the time we transitioned to preschool, most of us were acutely sensitive seeing and making
images via drawing. We had just spent ﬁve weeks drawing
everyday, sometimes two-hours at a time. Each of us produced hundreds of hand-drawn pictures within those weeks.
The majority of children–regardless of gender, ethnicity,
age, or ﬁne-motor skills–did not draw during the morning
play times when we were there.
This setup most likely had to do with each preschool’s classroom culture of drawing that existed when
DrawBridge began. Although drawing did not happen very
often, Professor Kelly believed that if we spent time with
preschoolers on more of their level, we might better access this non-representational way of thinking she believed
is integral to images and image-making practices such as
drawing. Being with preschoolers might also be a way for
anyone to move beyond the idea that they could not draw or
could only draw in a certain way.
Drawing was not part of the classroom culture of active play. This distinction was apparent in all of the participating preschool classrooms. Abby, a DrawBridge student,
talked to one of the classroom teachers about how little children drew during morning play. The teacher told her that
she should come in the afternoon, right around nap-time.
Drawing happened after nap-time. It was a quiet activity.
The mornings were for active play.
Drawing materials were also located in the classroom’s designated art area. Children primarily drew in that
space. They were at a table and seated in a chair. When
DrawBridge appeared in the classroom, we imposed drawing onto the classrooms’ morning routines.
Also, teachers did not typically draw with their
students, especially during morning play. After a teacher
watched me tandem draw with a couple of preschoolers
she said she was going to experiment with drawing in her
classroom. At the time, I was surprised by what she said
because I thought drawing was already part of a child’s regular classroom experiences. She said that, in the courses she
took for her teacher certiﬁcation, they [teachers] were told
not to draw with children and not to show them how to draw
when they asked.

Figure 9.4. SuperDog. This is a story
that Professor Kelly
drew in her composition book as
Donald and Louis
told the story.
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Looking back, I am no longer as amazed that drawing was not part of the classroom culture of active play
and teachers did not draw with their students. There is a
close association with cognition, hands, and drawing (Goldin-Meadow, 2006; McNeil, 1992). In conjunction with the
word, prehensile hands and opposable thumbs make people
unique and allow them to stand apart from the rest of the
world (Kittler, 1999). Man’s hands assist him in experiencing himself outside of himself. They also separate him from
the rest of the environment. As hands move, manipulate,
and transform they reassert that he exists with the world
rather than being merely a part of it. They give man a creative capacity to imagine change as well as a feeling that his
actions belong to him. What he does with the world reﬂects
how he thinks about it.
As with writing, drawing leaves an external trace of
what is happening on the inside of a person. Marks on paper are read as extensions of the person whose hand writes
and draws. Drawing reveals the physical union of the hand
with ideas and actions. The marriage shows what makes
man amazing, “man himself acts [handelt] through the hand
[Hand]; for the hand is, together with the word, the essential
distinction of man. Only being which, like man, “has” the
words, can and must “have” “the hand” (as citied in Kittler,
1999, p. 198). Drawing can also be used to verify, validate,
make, and disseminate knowledge. Hands put a mechanized
logic and degree of control onto the, sometimes, unruly act
of thinking and rendering. Machines, such as the typewriter,
computer, and camera, also carry this similar sort of reasoning about self-control and constraint to show clarity and
produce viable knowledge (Kittler, 1999; Daston & Galison, 1992).
A person must have some knowledge about the underlying structure (grammar) and mechanics for writing in
any given language before she can use it as part of her process for meaning making, communication, and creativity.
Some scholars believe drawing has a similar prerequisite
(see chapter 3). The activity is an inherent part of being human (Machón et al., 2013) or, at least, one of man’s earliest
expressions of individuality, intellect, and creative capacity. To interfere with how a person draws, too early in life,
might disrupt her natural and personal proclivity toward
creativity.
Despite a hands-off approach, drawing was still
based on certain rituals and rules that might have been undesirable and incompatible in preschoolers’ morning play
habits. How might preschoolers change drawing so that it
better aligned with their play?
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Written by: Professor Kelly
Comic by: Ebony

I am sitting in a carpeted area where there are some animal
costumes. I put some bunny ears on and wait.

I notice he is a tiger on his shirt I wait a little bit
and then I point to the tiger ears and say:

A kid named Donald comes and sits near me. He picks up some
tiger ears but doesn't put them on. He looks unhappy–not sad at
exactly, but troubled.

He stares at me. His expression is still troubled.
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I say “I'm going to draw a tiger” and I begin,
narrating each of the steps. He inches closer.

When I have the tiger's face and chest drawn I
asked if he wants to draw on the stripes.

He takes my pen and draws a careful series of lines across
the Tigers chest. I'm amazed by this carefulness.
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Then Louis asks:

As I'm drawing super dog Donald says:

So I do and Donald wants me to draw a super dog.

The stuff turns out to be Donald's favorite meal prepared
by his father–meatballs, zucchini, and pasta. He and I will
spend most of our time together. As I say goodbye he's gazing
silently, looking troubled again.

Figure 9.5. SuperDog Comic. Professor Kelly also
went preschool to work with children and experience drawing and storytelling with them.

To take preschoolers’ lead
DrawBridge students, Professor Kelly, and I recognized differences in how the experience of drawing felt when the
activity was initiated more so by preschoolers than by us. Drawing was rarely a stand alone or product-oriented activity,
unless prompted by an adult, either a classroom teacher or DrawBridge participant. Most preschoolers did not draw during
more child directed play-times unless a DrawBridge participant was part of the interaction. In those moments, drawing
blended with the preschoolers’ culture of play and pretend, and were particular to each group episode, or ’’the continuous
sequence of play turns among a group of children who have acknowledged each other and agreed to play together’’ (Sawyer,
1997, p. 81).
To acknowledge and be acknowledged by preschoolers, within the context of DrawBridge, we re-orchestrated the
drawing and storytelling activities practiced in the Image Lab. Professor Kelly said that we were to take the preschoolers’
lead rather than assume a teacher-like or any other kind of executive role. Besides the directive to document children’s drawing and stories while following their lead, Professor Kelly kept her instructions open-ended. The week before we started in
preschool she said, ’’It’s hard to say what to do and look for when you’re working with the kids. I can’t tell you because it’s
gonna be you and your own interests that determine what you notice, but it’s not just working with the kids where that happens. It’s also moving through the world.’’ There was no right way to be with the children so as to get an “A” in the course.
If drawing and storytelling never happened, that was okay. The main thing for her was that we try to ﬁgure out how to take
preschoolers’ lead. When I interviewed DrawBridge students, a lot of them brought up how they were initially a little scared
and intimidated by the task of documenting preschoolers’ drawings and stories while taking their lead.
During the Wednesday class after our ﬁrst Monday morning in preschool, Professor Kelly leaned towards us and
asked, ’’So, what happened?’’
’’I got called lipstick head,” Xavier immediately said.
“I had two kids petting my beard and I thought that was kind of strange.” He was in the Centipede room at CPECC.
“I was probably the shy one, I wasn’t sure about what was okay and what wasn’t. I didn’t know if it was like, this is going
to sound strange, like okay to touch or hug them.” Both semesters, several people mentioned not knowing the boundaries of
touch in the classroom. Preschoolers touched each other, us, teachers, their material surroundings, and themselves a lot.

I REMEMBER THEM
PLAYING WITH MY
BEARD A LOT AND HOW
STRANGE FOR THEM TO
BE TOUCHING ME SO
MUCH. I DIDN'T KNOW
IF THAT WAS OKAY
AT FIRST. I NEEDED
PERMISSION TO KNOW
THAT IT WAS FINE.

THE FIRST COUPLE OF
DAYS, I FELT A LITTLE
LOST. WE DIDN'T DRAW
AT ALL THOSE FIRST
DAYS. I FELT LIKE THE
OUTCAST KID! I FELT VERY
VULNERABLE, INTIMIDATED,
AND NERVOUS, WHICH IS
STRANGE BECAUSE THEY'RE
FOUR!

Figure 9.6. Lipstick Head. This is a
page from Xavier's spring semester
ﬁnal project.
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When I asked Abby what she remembered about her time with preschoolers in the Wallbrook school’s Narwal room,
she said, “It was a multi-sensory experience. I was always touching something–toys, the rug, materials–and watching the
kids. They’re so tactile. They’re always touching something and I forgot how much of an experience it is to always touch
something. To really think about what you’re touching. Like, right now, I’m sitting in a chair and feeling the texture of the
arms on the chair. I think the older we get we just don’t think about that as a way of learning about the world and experiencing the world as its true tactical sense. It’s a different way of knowing. I mean, at some point, I don’t know, we’re told
not to touch a lot. We’re not allowed to just run our hands on somebody’s shirt because it looks like a neat texture. It’s not
socially acceptable. And maybe thinking like, ‘Oh, I’ve touch that before, there’s nothing new to learn. If I run my hands
across the bark of a tree, I don’t need to do it again because I know what it feels like.’” The ease with which preschoolers
touched people, including strangers, was daunting because of how rare touching is acknowledged in classrooms beyond the
early stages of schooling.
When Professor Kelly asked Nour about her ﬁrst day in the peach tree room at JTC, she said, “At ﬁrst, I felt super
awkward. I like didn’t know what to do. And I was kind of like sitting around and then there were these cameras, like... 'I
don’t know what I’m doing like, stop videotaping me.'1 But, then, I kinda just like, sat down. Like, I started to get into it
when I just sat down at a table with them and I started. One of the girls was reading a book and I started copying like, drawing the cover of her book. It was a character and um, it was like, all of the kids at the table started telling me what to do…
like, ‘Oh, she still needs her eyelashes, she need her legs, she needs this,' and telling me all this stuff. And then, eventually,
I kinda just handed it over. And so, they started drawing. And once one kid was drawing, they all wanted, ‘cause I had them
draw in my comp. book. They all wanted to draw in my composition book.”

I WOULD JUST LET THEM
[PRESCHOOLERS] DRAW IN
MY COMP. BOOK DURING
CIRCLE TIME BECAUSE THEY
WERE BORED. I MEAN IT
WAS A LITTLE DISRUPTIVE,
I'M SURE BUT, IT WAS
A GREAT TIME TO DRAW
WITH THEM BECAUSE I WAS
ALSO BORED. SO, IT WORKED
OUT NICELY.

THE THING I NOTICED I
WAS DOING WAS, I DID-ALSO, I THINK PROFESSOR
KELLY TALKED ABOUT
THIS A LITTLE BIT
TOWARDS THE END OF THE
SEMESTER--I WOULD JUST
ASK A TON OF QUESTIONS.

I'D BE LIKE, 'OH, WHAT
ARE YOU DOING, WHAT'S
THIS MEAN.' YOU KNOW,
ALL OF THESE QUESTIONS
THAT, I THINK, WERE
PROBABLY, LOOKING BACK,
MORE DISRUPTIVE THAN
HELPFUL.

Figure 9.7. T-Rex Car. This is a drawing Jacob drew in Nour's
notebook. The sticky note is what Nour dictated when Jacob
told her about his picture. It says, "I can draw anything in the
world. Look at this T-Rex Car. Behind it there's a volcano and
it's exploding all the way to the sky. Next to the volcano is
another dinosaur."
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Nour, Dale, and I were all in the same classroom. Drawing changed–in terms of how it happened, what it could do,
and who did it–when preschoolers developed a habit of drawing in our notebooks. They drew in our notebooks during
circle time, a scheduled part of the day when teacher's facilitated literacy, numeracy, and socialization activities, such as
letter/number recognition, phonics, arithmetic, and listening skills. Drawing was not typically part of circle time, so when
children drew in our notebooks sometimes it became a distraction from the lesson. Felicia drew in my notebook for the
ﬁrst time in the beginning of the spring semester. I sat next to her during circle time. She saw my notebook and ﬂair pen
in my lap. Without speaking, she reached for my notebook and pen, and then looked at me. I nodded and she opened it up
and began to draw. While the rest of the class watched Sam ﬁgure out where the fourth "y" was in the morning message,
Felicia moved from a seated, crossed legged posture–as all the students were taught to do–to a reclined position with her
belly touching the carpet and her legs swaying in the air. She no longer faced the board. Felicia whispered about what she
drew while drawing. Other kids noticed and, eventually, multiple students were simultaneously drawing in my notebook.
I worried that the situation would disrupt the teacher's lesson. I occasionally told them to keep their voices down if they
wanted to keep drawing. Nour never shushed the children when they drew in her notebook during circle time. Sometimes, circle time became a cacophony of the teacher's directives and preschoolers' conversations about their drawings.

Figure 9.8. Circle Time Drawings.
These are a few examples of the
spontaneous drawings preschoolers
made during circle time.
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A teacher approached me and asked if drawing during this time was a part of the research. I said yes, but not because
I had intended for them to draw at circle time. I wanted to see what would happen now that it became a regular occurrence.
I was grateful to the teacher for allowing this spontaneous drawing to happen during circle time, as I am not sure if any of
the other classroom teachers would have done the same. Spontaneous drawing during instructional time only happened in
the Peach Tree classroom.
Nour, Dale, and I noticed that children still listened to the teacher and answered her questions or directives while they
drew. A number of studies have been done about the effects of doodling on listening and retaining information (Kercood &
Banda, 2012; Andrade, 2010). Though this was not the focus of my research, I believe doodling during instructional times
at preschool is worth future examination.
I WASN'T FOCUSED ON DRAWING WITH THEM
IN THE FIRST SEMESTER. IT HAPPENED MORE
DURING THE SECOND SEMESTER. I FELT LIKE,
I WOULD AND WOULDN'T PARTICIPATE IN
DRAWING WITH HALEY DURING THE FIRST
SEMESTER. BY THE SECOND SEMESTER, IT
WAS SOMETHING I WAS IDENTIFIED WITH,
SO KIDS WOULD FEEL MORE COMFORTABLE IN
THAT SPACE WITH ME ESPECIALLY AROUND
THE DRAWING TABLE BUT NOT EXCLUSIVELY.

IN THE BEGINNING, I WOULD MAKE A
DISTINCTION BETWEEN MY COMPOSITION
BOOK AS MY DRAWING SPACE AND THEIR
DRAWING TABLE AS THEIR SPACE. WHEN
I STARTED DRAWING OUTSIDE OF THESE
DESIGNATED ART SPACES AND WOULD LET
THEM DRAW IN MY COMP. BOOK, ONES WHO
WERE NOT ENGAGED WITH ME IN DRAWING WOULD COME UP TO ME AND DRAW
AND USE MY PEN AND STUFF.

I am spinning plastic purple green and red tops on a table for Neal as he watches in fascination. His eyes are open
wide and after I spin each top he tells me to spin the next one.
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When all eight or nine are spinning, I ask him “which do you think will stop ﬁrst?” He points to one and says “this
one.” I wonder at how many things about the world we seem to just have a feel for–is this one of them?

After spending time with Neal, I head over to see what Drew's doing. I ﬁnd myself playing some kind of destroythe-magnet-shape-house-with a wooden cylinder game.

He rolls it fast as he can toward the little plastic magnetic pyramid and laughs with delight as it smashes apart.
As we keep adding other shapes and more wood cylinders another kid, Sabina, comes up to me and shows us a
dead ladybug. She said Rylan squished it and it died.
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I ask Drew where I should put it, and he says “on your head.” I think about it for a second
and say to myself, “Why not?” Fortunately, Rylan comes over and pulls it out of my hair. I
put it in a planter full of aloe plants by the window.

Figure 9.9. Journey To???. This is Dale's handmade
book he made after Neal told him a story about a
dragonﬂy.
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Precarious classrooms
When doing research with adults and children, many researchers concern themselves with accounting for a child’s
agency and voice (what it is, where it lies, and how researchers expect from it) as well as the agency and voice of any adults
who are from historically under-represented and exploited groups. Little attention is given to those outside of these parameters and who are considered to be part of more privileged socioeconomic groups. When Professor Kelly and I asked people
who enrolled in the course to draw in front of others, share their pictures and stories, and work with children on children’s
terms so as to experience another disposition toward seeing and making images, we were indirectly asking them to be uncomfortable, uncertain, vulnerable, awkward, and scared sometimes. These additional layers impacted how some people acknowledged and were acknowledged by preschoolers. Haley, who was in the Peach Tree room at JTC during the fall semester, said, “I loved collaborative drawings the most. I remember the mermaid piece. Someone goes, ‘Draw me a person,’ and
I say, ‘well I don’t draw people. The only person I draw is me.’ So, I did a quick drawing of my face, a little quick character I
do of myself. They copied it and did a little Santa Claus and gave me a hat. Now it’s something that will live beyond.” Haley
could only do collaborative drawing on his terms (drawing himself) despite having just spent ﬁve weeks in the IL, drawing
hundreds of pictures of things besides himself, and in an environment structured around spontaneous picture-making akin
to cartooning. Haley felt awkward partly because he did not understand the purpose of DrawBridge, “I didn’t fully see the
end game of what we were supposed to be doing there. I didn’t want to get too involved [with preschoolers] because at the
end of ﬁve weeks it was over. I didn’t want to be a presence in that room [preschool classroom] and just disappear with no
point. I was murky on the end game. For me, it was a little too easy to fall back into observation mode and reﬂexive mode.”

I WAS SCARED
GOING INTO A NEW
SITUATION, BUT
THEN I REALIZED
WE WEREN’T BEING
CRITICIZED OR
JUDGED

SO I WAS ABLE
TO RELAX AND
ABSORB WHAT
I COULD FROM
THE KIDS AND
IT SEEMED
LIKE A NATURAL
EXPERIENCE, YOU
KNOW,

I’M USE TO TEACHING
GYMNASTICS WITH
KIDS AND IT’S VERY
REGIMENTED AND I HAVE
A PLAN AND, AT FIRST,
NOT HAVING AN AGENDA
WAS UNCOMFORTABLE

BUT, I WAS ABLE
TO RELATE TO THE
KIDS ON A CLOSER,
I THINK, MORE ON
THEIR LEVEL

Iona
Narwhal Room
(ages 3-5)

Figure 9.10. Iona’s Final Project. This is a page from Iona’s ﬁnal project. The
instructions were to make a twenty-ﬁve page book that contained hand-drawn
pictures, from you and preschoolers. An excerpt from the book Iona made of
preschoolers’ stories is on the following page. He ended up drawing a story
for every child in the classroom.

AND THEY WERE
MORE OPEN TO ME
THAN THEY WOULD
BE LIKE IN A
GYMNASTICS CLASS
SO, WE WERE ABLE TO
TALK ABOUT THINGS,
ABOUT STORIES.
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I am outside in the brilliant sun and
warmth for perhaps the last summery day of the year. I am grateful
to be enjoying it with the kids.

We are climbing the fence.
We ﬁnd a ripe tomato on the
vine and make tomato soup
with a lot of sand mixed in.

We are spinning around and around.
We are swinging from the tiny tiny
tree. I am drawing and one after the
other we are taking turns ﬁrst on the
paper, and then on our hands.

We are spinning again, sitting on
the slippery carpet, spinning on our
butts. It is quiet and we are listening
to a story about bats and leaves.
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To have a overall objective that students all strive towards is a familiar expectation while in school. Some people seek
out this benchmark structure so as to recognize when learning has or has not taken place. Haley could only draw without
aloofness or reservation if he made pictures he already knew how to draw because he could not discern a common goal for
the course. His capacity to act partly relied upon this knowledge. Haley’s response to the girls call to draw a person put him
more in control of the situation. He knew how to draw himself and was comfortable with doing it in public. The interaction
produced an image of him as Santa Claus and also cut off the possibilities of what might have happened had he drawn a
person as the girls initially called out for him to do.

Figure 9.11. Mermaid Story. These are pages from Haley’s ﬁnal project. He wrote the girls
story, “It was winter. He was on his sled to go to town. He went to the store and buyed a
million toys. And then he sat on his chair in the store and then he jumped on his sled... and
found a mermaid named Laura. She had a tail and was sitting on a rock. She had a dress on.
It was blue. She said her name and went straight back to her castle. Laura was lost and lonely
and missed her family. Santa dived into the water. He said, “Wait!” Her hair was glittering
into pink. She was really a superhero. Santa went away because he was tired. Then end.”
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During my ﬁrst day in preschool, I defaulted to some of the Image Lab activities, such as tandem drawing, and primarily stayed in the classroom's designated area for drawing, the art table. When I eventually moved away from the table, I
was also a little scared and felt awkward being there as a DrawBridge participant, researcher, and project assistant. I never
completely got over this feeling. Eventually, I was able to better manage these feelings so I could do things such as be in the
house area and not hesitate about playing with dolls or being the aunt. I always carried my drawing materials and notebook
to make them readily accessible for whatever happened. Our interactions did not always revolve around drawing, but at
some point, the children knew I would draw with them and would not make anyone draw. They also knew they could draw
whenever and whatever they wanted.

Ben draws the number one twice and draws a square around them. A plush
duck toy with the flack symbol sits in front of him next to a monkey
wearing a basketball jersey.

Antonia stops coloring her drawing to look at Ben's picture.

He shows Antonia and says:

She says:
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I ask them:

Antonia looks at me and says:

Then she steps away from her picture and pulls her dress up.
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I silently copy them, using my right hand instead of my left
as they are both right-handed.

Ben peeks at my composition book.
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Antonia walks to the junk box and pulls out some green construction paper,
a cardboard box, and a couple of tape rollers, a glue stick, a pair of
scissors, and a roll of tape.

247

I silently copy his movements. The way he hold
his marker is the most comfortable I’ve ever felt
drawing with my right hand.

I ask:
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Figure 9.12. Antonia's Dress. I drew this picture in my composition book
when I tandem drew with Antonia. Tandem drawing with preschoolers
started in the Image Lab and before DrawBridge. Professor Kelly and I
started this practice as the lab's assistant to experiment with ways to get
non-drawers to draw.

Figure 9.13. Ben's Farm. I drew this picture in my
composition book when I tandem drew with Ben.
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Figure 9.14. Play With Dolls. These
are drawings I made after spending a
Monday morning in preschool.

Becoming susceptible
Not everyone felt uncomfortable on the ﬁrst day. When Professor Kelly asked Farin about her ﬁrst day in the Wallbrook school’s Dolphin room, she said:
Then suddenly they’re like, ‘Oh! Its cleanup, cleanup!’
And they start singing the cleanup song and I’m trying to clean up and I’m trying to engage with the kids–asking them
like, where do I put this and where do I put that. And I immediately make this friend.
She’s like, ‘Oh, I’ll show you where this goes and I’ll show you where the markers go.’
Then, she turns to me and goes, ‘What are you? Are you a teacher?’
I said, ‘No, I’m an artist.”
She goes, “I’m an artist too.’
I said, ‘What do you make art with?’ And she listed literally like, twenty art supplies. She draws and paints and like,
very speciﬁc things. Then, suddenly, it was time to line up at the door and so, all the kids line up. I line up with them
and they start laughing ‘cause I decided not to stand with the teachers, just to be with the kids and just be there and do
whatever they were doing. And I had already put my drawing stuff away ‘cause it didn’t ﬁt with their agenda that they
had going on.
So, we all had to waddle like penguins out and they’re all laughing because I’m waddling and they’re waddling and
the teachers are kind of like… I don’t know what they’re doing. I’m trying not to look at them.
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And we come up to this area that’s like, I forget what they call it, like the nature center or something. It’s the middle
area and they already... the kids had asked me if I was going to stay and go to the nature area with them.
I said, ‘Oh, I don’t know what it is, of course I’ll go.’ And so, we went out and the girl I had been talking with–she
and a couple of other girls–went immediately and took their shoes off at the center rug. And there’s these vinyl cushions
and they start jumping on them and I’m like, okay, I’ll take my shoes off. And I start to jump on them and I realize I’m a
little too heavy for this, so I step down and started with my knee, just jumping with my knee.
They’re like, ‘What are you doing?’
And I’m like, ‘I’m knee jumping.’
And they’re like, ‘What?’
And I’m like, ‘I’m knee jumping.’ And so, what happened, eventually we start playing. We’re, we’re... they’re jumping and I’m playing with my knees. Then, my hat ﬂies off and somebody grabs my hat.
Suddenly, it became this thing of, ‘I would never get my hat back ever again,’ and they kept yelling that at me, ‘you’ll
never get your hat back every again, you’ll never get your hat back ever again, you’ll never…’ I’m laughing.
And I’m like, ﬁnally... I was like, ‘Well, maybe, did it ﬂy up in the sky,’ and I pretended I didn’t know where it was.
Then, I was like, ‘Oh, maybe I should write my hat a letter!’
And they were like, ‘Yeah!’ So, I start to write with just my ﬁnger on one of the mats and the girl, who was my artist
friend, starts to erase everything I write. And so... and there are like, ﬁve hands coming and erasing. And everybody’s
laughing and like, I’m laughing.
Then, I try to circle the mat on my butt to try to like...
I said, ‘Maybe if I go around three times, my hat will come back,’ ‘cause I know playtime was kind of coming to a
close... well, I wasn’t sure, but I was trying, but it didn’t come back.
And then they were like, ‘You have to do 100 somersaults!’
I was like, ‘Ummm, how ‘bout 10?’ I can’t do somersaults. So, I start ﬂipping in circles like this way and out the corner of my eyes I see one of our other members [DrawBridge students] writing in the corner, and I’m like playing madly
with these kids, and I know it’s getting louder and louder, and I can’t tell. I guess it all ended. It was over and we had to
put our shoes back on.

Figure 9.15. Penguins. This
is one of the four drawings
from the binder Farin used
to archive the drawings and
stories from preschoolers.
When I interviewed her, she
mentioned that she didn’t
draw much in preschool.
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Neither Farin nor preschoolers drew much on Monday mornings.
Farin’s course binder was full of photographs she took of the classroom’s
play spaces. She noticed that the Image Lab’s drawing and storytelling
practices were incompatible with what preschoolers wanted to do. Farin
put her course notebook away to acknowledge and be acknowledged by
the children in the classroom, where as Nour, Dale, and I incorporated
rated it
into preschool.
The notebook was material evidence of her social positioning.
ning.
Farin was an adult and also at a level of schooling where she, unlike
like
most preschoolers, required the daily use of a notebook to archive valuluable information. The notebook gave us the capacity to determine what
at
counts (and does not count) as valuable knowledge. To try to insert this
cultural artifact into preschoolers’ play ran a risk of not being able to
forge a more reciprocal relationship with them.
Farin also recognized and relinquished some of the privileges afforded by age and schooling when she put away her notebook and copied
the childrens’ activity. This process of giving up, does not necessarily mean
to pretend to not know how to do something. Giving up privilege means,
in a sense, to be susceptible and not have a ﬁrm grasp on what might be
the source of this susceptibility or what might happen because of it. Farin
attempts “to be with the kids and just be there and do whatever they were
doing” made her hyper-aware of time and self-conscious of how other
adults perceived her actions. She came in and out of her capacity to be
with children in the classroom because of her new sense of susceptibility.
STACIA AND NINA
WERE PLAYING
BABY AND MAMA
RESPECTIVELY AND
NINA PUTS HER HANDS
OVER STACIA’S TO
GUIDE HER INTO
WRITING THE LETTERS,
M-O-M.

Figure 9.16. Stardust.
This is Carly's work
from a homework
assignment. Carly
made a little zine by
redrawing the pictures
their classmates made
when she read one of
her written narratives
out loud.

AND SHE’D DONE THIS
MANY TIMES BEFORE
WITH OTHER KIDS
AND I WAS, LIKE...

CARLY TALKED TO ME ABOUT
WHAT HAPPENED WHEN SHE
ASKED TO BE THE BABY WHILE
PLAYING WITH ALLISON AND
NINA IN CPECC’S BUTTERFLY
CLASSROOM. HER REQUEST
DID NOT ALIGN WITH THE
CHILDREN'S RULES OF PRETEND,
WHICH INCLUDED ASPECTS
OF SOCIAL REALITY SUCH
AS THE EXPECTATIONS OF
WHAT PEOPLE SHOULD BE ABLE
TO DO BY A CERTAIN AGE
(SAWYER, 1997).

OH, MAYBE THIS MIGHT
BE MY CHANCE. I BETTER
ASK IF I CAN BE THE
BABY AND SHE’LL TEACH
ME HOW TO WRITE. AND
THAT’S WHEN SHE WAS
LIKE, "NO, YOU CAN’T BE
THE BABY." UM...

THERE WERE OTHER
TIMES WHEN CARLY
WAS INTIMATELY
PART OF THEIR
PLAY, LIKE IN THE
EXAMPLE BELOW:

AND I THINK, I THINK, IN
PARTICULAR, SHE DIDN’T
WANT TO ENGAGE IN THAT
HANDWRITING ACTIVITY
WITH ME BECAUSE SHE
SAID, "YOU ALREADY KNOW,
YOU ALREADY KNOW THE
LETTERS." RIGHT,
SO IT IS DIFFERENT
THAN HER BEING A
LITTLE BIT MORE
ADVANCED THAN THEY
OTHER CHILD AND
ACTUALLY GETTING
TO TEACH HER
SOMETHING IN THIS
PLAY SPACE OF MAMA
BABY, UM... VERSES...
OH, I’M GOING TO
PRETEND THAT I
DON’T KNOW, BUT WE
BOTH KNOW I KNOW.
SO, "NO!", YOU KNOW
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I am crawling through the playhouse on my hands and knees.

I follow Stacia who follows Robert through the little double doors exiting along the side.
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We slide for a few feet, one after another, down the middle aisle along the cold linoleum.

Up again and wonky walking one, two, three in a row towards the two-way mirror.
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We are all watching our reﬂections. Stacia is good at repeating Robert's movements
with accuracy. Robert sees himself in the mirror, in her, in me. We continue like this
for a long time. None of us speak. Robert knows he is the leader. He takes us to the
reading couch for a quick ﬂop, scrunch, boring, hands on top of one another on the
side nail, push, and we are off again.
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"Carly, Carly, excuse me, what are you doing?"

"We're doing the Robert dance would you like to join in?"
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"But there is no music."

"We can hear it. Can't you?" I say.
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Lonnie doesn't join the dance but follows running with a section of his machine in hand.
"There is no music. You must stop when there is no music!"
"No, we can't stop!" Eventually, the game shifts, it's Stacia's turn to lead. Robert says,
"No thank you," and returns to his own dance in the opposite direction. By now Nara, Lonnie, and Bif have joined in and we move around the room with increasing speed, leaps, twirls,
bounces, crawls.
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We switch leaders.

It's Lonnie's turn.

259

He guides us into an imaginary elevator, pushes the button for ML and off we go.
Part of the risk in becoming susceptible is the potential to experience some degree of trauma. Malabou (2012) examined
political, economic, medical, and historical discourses about trauma:
As a result of serious trauma, or sometimes for no reason at all, the path splits and a new, unprecedented
persona comes to live with the former person, and eventually takes up all the room. An unrecognizable
persona whose present comes from no past, whose future harbors nothing to come, an absolute existential
improvisation. A form born of the accident, born by accident, a kind of accident. A funny breed. A monster
whose apparition cannot be explained as any genetic anomaly. A new being comes into the world for a second time… (pp. 1-2).
Trauma makes the authoring of self destructive work. The former you disappears and a new you emerges. The new you
does not mourn the old you, as the memory of what you once were before the traumatic event simply is not there. Trauma is
evidenced by the profound dissociation and indifference between old and new. Though Malabou (2012) referenced degenerative neurological disease, war, natural disasters, inﬁdelity, and the disappearance of a mother’s child in her scholarship,
seemingly mundane events, such as drawing in front of other people or going to preschool, can also be traumatic.
Susceptibility and agency
Becoming susceptible also created a means to re-imagine agency. Some of us (DrawBridge participants) documented when spontaneous drawing occurred and how it animated these experimentations with agency. Although this is not an
exhaustive list, I note three ways we (preschoolers and DrawBridge participants) re-imagined agency and give examples of
each:
1) We experimented with re-distribution of power, as in the following exert from Raquel’s description about the Asteroid
Machine:
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Written and Illustrated
by: Raquel
Comics by: Ebony

It’s string cheese and oranges for snack
time. Benjamin says, “remember when
I went on the ice-skating and it was
slippery and I fell down, yesterday?”
He can’t eat his string cheese because
it’s slippery and keeps falling out of
his hand onto the slippery plate on the
slippery table. He asks, “What is inside
me?” I tell him if he eats string cheese
people will say, “Benjamin is all string
cheese inside.” He says no, he’s a big
blueberry and tells me to draw big,
juicy blueberry Benjamin.
In the gym, Helder rides his tricycle
using his feet on the ground, like Fred
Flinstone, instead of the pedals, but
he’s still faster then the other kids. He
collides with the carpet steps and says,
“That bike is faster than an asteroid.”
I ask if he can draw an asteroid and
he draws something, he says it’s an

Figure 9.17. Asteroid. These are two of Raquel's four, three-minute
drawings made right after playing with preschoolers.

asteroid machine. It builds asteroids.
Then he’s off on his bike. Andrew rolls
up on his bike and looks upset. He tells
Luke that Susanna won’t get on the
train. He has a bench seat on the back of
his bike. Susanna sits on it and he takes
off, fast, yelling, “Choo Choo! Chugga
Chugga!” Susanna is screaming.
Helder is back, draws another asteroid
machine, tells me to write his name on
it, and rides off. Benjamin gives me
paper triangles. Are they pizza? I ask.
“No, it’s birthday cake!” Dana wants
to draw a brain together. She draws
blood and bones and a skeleton and a
bone with a ﬂower. She says, “If you
kill someone, all the blood comes out
of you.” Helder keeps coming back
to draw drive-by asteroid machines,
silently and seriously, then hands each
one to me for me to write his name on
them. I feel like his intern.
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2) Some students addressed ethics of care and responsibility
when their actions might have created a precarious situation:

THERE’S THIS CONTAGION THAT
HAPPENS BETWEEN THE KIDS
WHERE ONE PERSON WILL BE, LIKE,
DRAWING A GHOST OR SOMETHING
AND ANOTHER PERSON WILL START
LIKE MAKING GHOST NOISES
AND ANOTHER PERSON
WILL SAY, LIKE, "NO, YOUR
GHOST NOISES ARE WRONG,"
AND THEN START MAKING
DIFFERENT GHOST NOISES.

(Rae)

I am at the art table in the
Dolphin room. It is early
morning. Snack time will
start soon, but now I am
drawing with Allison,
Heather, and Sarah. Allison
draws vampires, Heather is
an artist who sighs that the
markers are dry, Sarah is
the youngest of us and her
words are sometimes hard
for me to understand.
We are all copying one
another, and they reach
for the ﬂair pens in my
headband, where I ﬁrst kept
them for fun and access and
now also ‘cause they like
grabbing them. That’s how
copying started too. I started
asking if I could copy them
as they were drawing, but
they like copying too.

Figure 9.18. Card Catalog.
These are pages from
Rae's fall ﬁnal project.
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Then Heather and Sarah want to draw in my comp book. I let them. Then Sarah wanted the ghost she drew. I ask if I
can make a copy of it for her so I that I don’t need to rip the page from my comp book, and she looks confused. The
teaching assistant is nearby and she explains to Sarah about the copy machine, that it will make a copy.
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Sarah says okay, and seems agreeable. Gives me back my notebook. I go to the copy machine and return in a few
minutes with the copy. I give it to Sarah who is satisﬁed to have her picture again. But still confused, unless I’m
projecting. I can’t help but wonder if I’ve just done something terribly wrong. Copy machines are dangerous.
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3) Some of our narratives discussed our participation in
taboo imagery:

WE (DRAWBRIDGE
PARTICIPANTS) REGULARLY
PARTICIPATED IN
PRESCHOOLERS’ SUBVERSIVE
PRACTICES DURING PLAY,
PRETEND, AND MORE
STRUCTURED PRESCHOOL
ACTIVITIES.

SUBVERSIVE ACTS CRITICALLY
QUESTIONED, CHALLENGED, AND
IGNORED CLASSROOM RULES AND
RITUALS ABOUT WHAT WAS AND
WAS NOT APPROPRIATE BEHAVIOR,
ETIQUETTE, CONVERSATIONS, TOPICS,
ACTIVITIES, AND IMAGERY. THEY
WERE ALSO A WAY TO EXPERIMENT
WITH MEANING MAKING PROCESSES
AND UTILIZED KNOWLEDGE SOURCES
INFREQUENTLY EMPLOYED IN FORMAL
CLASSROOM INSTRUCTION.
MOST DRAWBRIDGE PARTICIPANTS
AND PRESCHOOLERS CO-CREATED A
DIFFERENT KIND OF ADULT/CHILD
RELATIONSHIP, ONE WHERE THE ADULT
RELINQUISHED SOME AUTHORITATIVE
POWER AND ADEPTNESS. THE SCHOOL
DIRECTORS AND CLASSROOM TEACHERS
HELPED US CULTIVATE CONDITIONS
FOR THIS MEANING MAKING PROCESS.
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MOST PRESCHOOL TEACHERS DELAYED
IMMEDIATE INTERVENTION WHEN
THEY NOTICED THE POTENTIAL FOR
DETRIMENTAL BEHAVIOR WHEN WE
WERE IN THE CLASSROOM. THEY ALSO
QUELLED MOMENTS THAT BECAME TOO
DANGEROUS. PROFESSOR KELLY DISCUSSED
THIS ELEMENT OF THE COURSE WITH
PRESCHOOL
RESCHOOL DDIRECTORS AND TEACHERS
BEFORE LAU
LAUNCHING DRAWBRIDGE.

SHE EXPLAINED HOW WE WOULD BE
THERE TO TAKE THE PRESCHOOLERS
LEAD RATHER THAN ASSUME A
TEACHER-LIKE OR DISCIPLINARY ROLE.
THE SPONTANEOUS DRAWING THAT
EMERGED IN PLAY, PRETEND, AND
CONVERSATION WERE ALSO PART OF
SUBVERSIVE ACTS. THEY ANIMATED
AND MASKED TABOO IMAGERY, SUCH AS
DYING AND DEATH, BODILY EXCRETIONS,
BODILY TOUCH, AND VIOLENCE.
THE FOLLOWING CASE
EXAMINES HOW DEATH AND
DYING BECAME A REGULAR
PART OF DRAWBRIDGE AND
PRESCHOOLERS’ ENCOUNTERS
IN A CLASSROOM WHERE
PROFESSOR KELLY AND A
DRAWBRIDGE STUDENT
NAMED OLENA SPENT A
SEMESTER.

The boxed in sections are Professor
Kelly's experiences of participating in
taboo imagery with preschoolers.

The unboxed areas are Olena's experiences of participating in taboo imagery
with preschoolers.
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I’m back at the drawing table
with Stacia after being on the
ﬂoor in the block area where
three girls (Nina, Bif, and
Veronica) were playing dead
princesses.

There had been a lot
of discussion about
what would bring
them back to life.

IT WAS THE FIRST OR SECOND DAY
WE WERE THERE AND I WAS ON THE
CARPET DOING THE ACTIVE PLAY.
I BROUGHT MY NOTEBOOK AND WAS
LIKE, I’M GOING TO WRITE DOWN
EVERYTHING THAT THEY SAY AND
PUT IT INTO LIKE DEVELOPMENTAL
THEORY AND SEE HOW IT MEASURES
UP, WHICH COMPLETELY, YOU KNOW,
WENT TO HELL. BUT THEY WERE
TALKING ABOUT DEATH.

(Olena)

THERE WERE TWO KIDS, WHO WERE
PRETENDING TO BE DEAD AND
NORMALLY THE TEACHERS, WHEN THEY
HEAR THEM PLAY LIKE, BE DEAD, THEY
WOULD REDIRECT THEM TO MAKE A
DIFFERENT CHOICE, BUT BECAUSE THEY
HAD BEEN APPARENTLY INSTRUCTED
NOT TO INTERFERE WITH WHAT WE
WERE DOING, SO THERE WERE LIKE NO...
NO RULES AT ALL. WE WERE ALLOWED
TO LET THEM PLAY AND BE DEAD
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AND I KEPT ASKING THEM QUESTIONS LIKE, WHAT
DIES, WHAT HAPPENS WHEN YOU DIE AND WHAT WOULD
HAPPEN IF I DIE. AND SOON, LIKE, WHEN THE OTHER
KIDS NOTICED THAT THEY WERE DEAD IT TURNED INTO
ZOMBIE PLAY. AND THEN, THEY WERE TRYING TO REVIVE
THEM WITH MEDICINE, AND THEN BY DUMPING THINGS ON
THEM, AND THEN BEING GHOSTS, COMING BACK TO LIFE.

Figure 9.19. Playing Dead.
These are pages from Olena's
spring ﬁnal project.
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Medicine, a shot that might hurt
was one thing. And Veronica
believed true love would do it,
a true love’s kiss. And Veronica
mentioned a heart and her
mommy and Olena leaned over
all the dead princesses and these
remedies were tried.

Figure 9.20. Magic Baby. 4, 3-Minute Drawings. Professor Kelly made these drawings
during the 30-minute draw/write session
immediately after being with preschoolers.

AND THEY REMEMBERED THAT
FROM THE FIRST DAY AND THEY
KEPT ASKING OVER AND OVER–
CAN WE PLAY DEAD OR CAN WE
PLAY ZOMBIES AND THAT KIND
OF MORPHED INTO OTHER PLAY.
THERE WERE LOTS OF STORIES
AND SCENARIOS WITH GHOSTS
AND WITH BABIES.

275

I STARTED WITH THE TWO GIRLS
PLAYING DEAD. UM, I COVERED THEM
UP WITH SCARVES AND I MADE THEM A
GRAVE, WHICH I’M SURE THE TEACHERS
WERE LIKE, ’WHAT ARE YOU DOING?’ BUT,
I LIKE, PUT A POST-IT NOTE ON THE
COUCH AND IT SAID R.I.P. AND THEN
THE GIRLS FOUND THESE FLOWERS THAT
THEY PUT ON THEIR CHEST AND THEY
WERE TELLING ME WHAT TO WRITE ON
THE PIECE OF PAPER: ’THIS IS CHRISTA
AND NATALIE AND
D THE
THEY BE DEAD. THE
DINOSAUR
AUR ATE TH
THEM.’

AN
AND
ND THE
THEN THEY’D LAY THERE
FOR AW
AWHILE AND, OF COURSE,
THEY GOT BORED AND THEN
THE
THEY
T
LIKED TO DIE BECAUSE
I WOULD MAKE THIS BIG
THEATRICAL PRODUCTION, LIKE,
THEY WOULD DIE AND I WOULD
GO, ’OH, SHE’S DEAD!’ (CRYING)
’WHAT CAN WE DO?’

Figure 9.21. Dinosaur. These are pages
from Olena's spring ﬁnal project.

AND I WOULD START TO
TICKLE THEM AND TRY TO
MAKE THEM COME BACK
TO LIFE AND THEN THEY
W
WERE ALL LIKE DYING
AROUND ME BECAUSE
T
THEY ALL WANTED THAT
ATTENTION.
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I picked up a little doll and
started singing a song that
went, “Magic bay-bee, magic
bay-bee,” but I couldn’t think
of any other words. Boys came
over–Nat was helping, with the
use of a stick, trying to get the
princesses to come back.

ONE TIME I WAS THE QUEEN
AND TWO GIRLS WANTED TO BE
DEAD PRINCESSES AND THEN ALL
THE GIRLS WANTED TO BE DEAD
SLEEPING PRINCESSES AND THE
BOYS CAME OVER AND THEY WERE
THE KNIGHTS AND THEY HAD TO
GO AROUND THE ROOM TO GET
THE MAGIC POTION TO BRING
THEM BACK TO LIFE

AND THEN IT TURNED INTO THE GHOST
BABY AND PROFESSOR KELLY WAS THE GHOST
BABY DOING HER WEIRD NOISES, THEY HAD
THESE WICKER STICKS THEY WERE MIXING
THE POTION WITH AND THEN IT TURNED
INTO FIGHTING EACH OTHER WITH THE
BRANCHES. SO THEN, I WAS A DRAGON AND
THEY STARTED TO HIT ME AND THEN THE
TEACHERS IN
INTERVENED. THEN, THAT KIND
OF BROKEE UP BBECAUSE THEY WERE HITTING
EACH OTHER.

Figure 9.22. Zombie. This is the story
that Professor Kelly
documented in her
composition book
after Nara drew and
told the story.
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Figure 9.23. Ghost
Book. These are ﬁeldnotes that Professor
Kelly documented in
her composition book.

Figure 9.24. Book Of
No. Professor Kelly
glued Nara's book in
her composition book.
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Stacia was poking
them with sticks
and then she said,

And she motioned for me to follow.

I noticed that somehow I was
now wearing a blue plastic lea.

I sat beside Stacia who had a
baby doll on her lap. She said:

I said no, not yet. And then
we make some books.
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Figure 9.25. Making
Books. 4, 3-Minute
Drawings. Professor Kelly
made this drawing during
the 30-minute draw/write
session immediately after
being with preschoolers.

I copy what she does,
copying each drawing.
She corrects what I
leave out.

Figure 9.26. Little Books. This is a page
from Professor Kelly's composition
book. We drew a picture of something
that happened the day before and then
wrote about it. We spent three-minutes
on each section. We repeated this three
times. It is part of an ever changing
weekly DrawBridge assignment called
daily diary.
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Figure 9.27. Little 'Zines.
Professor Kelly glued Stacia's
'zines in her composition book.
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You’re on the ﬂoor with Stephen and Veronica.
Stephen has a big stuffed snake. Earlier
he told me that he was the only boy on the
climbing platform. I said, “What about your
snake?” Stephen: He’s a Girl. I mean She’s a
boy. We’re on the ﬂoor because the snake bit
Stephen and killed him. I say, “How can we
bring him back to life? Veronica says, “Magic
potion.” She has two little ﬁnger puppets, a
dog and a cat. She says, “They have magic
potion.” I say, “Where?” She says, “In their
bodies,” I say, “Where did they get it?” She
says, “Amazon.” Nina also has magic potion
in a box. They put the potion on Stephen who

comes back to life only to shout, “Replay!” And
the snake bites him again. Lonnie wants to pilot
a plane and invites us to the climbing tower that
is now a plane. About 5 of us are up there when
Lonnie realizes we are ﬂying to the grocery
store and he forgot his shopping list. He runs
to the paper shelf, makes a list and brings it
back. We take off. In the middle of the ﬂight, he
realizes we are out of petrol. “Stay right here!”
He says. “I’ll go get some”–He runs down the
stairs and does something beneath the platform
then climbs back up. We continue to the grocery
store and then deplane. Then we shop. Lonnie
reads the list: Carrots, onions, bananas, and
ﬂowers. We load up and head to his elevator to
press LL where I need to pay.
Figure 9.28. Snake Bite. Professor
Kelly made these 4, three-minute
drawings during the 30-minute draw/
write session immediately after
being with preschoolers.
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Figure 9.29. Gnomes. These
are pages from Professor
Kelly's composition book.
This was a DrawBridge picture
writing and drawing exercise.
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I am sitting at a table with Stephen and Veronica
who are playing with dolls–little gnome dolls and
the playhouse is made of sticks and slabs of wood.
Swings and wooden beds and rope. A gnome
house. Stephen and Veronica are moving the dolls
quickly, making ﬂying sounds. Stephen says “Oh
no! Something terrible happened! Something
terrible happened to your mom! She’s Dead!” then
in a different voice, “Let’s eat her! Dig in!” — At
a certain point after the mom is discovered not to
be dead but sitting in a chair, Stephen snatches the
baby elf. It’s a tiny thing. He closes it into his ﬁst.
Veronica starts crying. One of the teachers asks
what’s going on. Veronica tells on Stephen and
cries again. Teacher: “Wait a sec, Veronica. Don’t
give up yet.”

And she reasons with Stephen who is now
smashing the baby between his two hands and
looking away. Somehow it’s resolved. Veronica
gets the little baby back and Stephen leaves the
table, replaced by Danny who wants my help in
tying up the red fox for roasting. He’s having
trouble with the string. I show him a way to
do it and soon the fox is roasting. From there a
piece of wood he calls “rhino bark” has mixed
feelings about saving the fox again because he’s
had to do it so often.
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IN THE LAST SECTION,
I PROFILE A DRAWBRIDGE STUDENT’S
TIME IN PRESCHOOL.
HIS WORK IS NOT AN
EXEMPLAR OF WHAT
HAPPENED OR REPRESENTATIVE OF EVERYONE’S
EXPERIENCES.

I PRESENT A PROFILE TO
SHOW HOW THE SITUATION
OF BEING A DRAWBRIDGE
STUDENT IN A PRESCHOOL
CLASSROOM CREATED WAYS OF
SEEING AND MAKING IMAGES
THAT ENTAILED DRAWING,
PLAY, PRETEND, AGENCY, PHYSICALITY, AND AFFECT INTO A
SEAMLESS EVENT.
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The director of the university early childhood centers asked if they could video record us in the classroom for in-house use.
After checking with the IRB ofﬁcer who approved DrawBridge, I spoke with Professor Kelly. She did not like the idea and
thought a camera crew would be too disruptive. I agreed. However, I also believed that we should ﬁgure out a solution because of the early childhood centers' valuable support. Ultimately, we decided that they could do one short video recording
session (about ﬁfteen minutes long) at JTC because I was in one of the classrooms and two other people who had re-enrolled
in DrawBridge were also at JTC. I also talked about the video recording to the class before the day it happened. Though no
one objected to having a videographer in the classroom, the dynamic between researcher and researched as well as student
and teacher might have dissuaded someone from speaking out. When I listened to Nour, I felt horrible. I didn’t properly
consider how even one video session may affect people who might have already been stressed about being in preschool. I
talked to Nour after class and apologized. I told her that no one would be ﬁlm them again. This moment was another lesson
for me about the difference between hearing about an experience and being in the experience. I can never be certain of how
people, including myself, will respond to a situation until it happens.

1
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Chapter 10: DrawBridge Student Profile
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LUKE IS A DOCTORAL CANDIDATE.
HE WAS ONE OF THREE STUDENTS
WHO TOOK DRAWBRIDGE FOR THE
ENTIRE ACADEMIC YEAR. HE WENT
TO THE JOSHUA CENTER FOR
EARLY CHILDHOOD AND STAYED IN
THE SAME CLASSROOM FOR BOTH
SEMESTERS. LUKE ALSO SPENT
EXTRA TIME WITH PRESCHOOLERS,
SOMETIMES GOING MORE THAN ONCE
A WEEK, STAYING FOR MORE THAN
TWO-HOURS, AND VISITING DURING
UNIVERSITY SESSION BREAKS. THE
PRESCHOOLERS CALLED HIM TEACHER
LUKE.
HE TOOK ONE WRITING CLASS
WITH PROFESSOR KELLY BEFORE
TAKING DRAWBRIDGE. LUKE HAD
NO FORMAL TRAINING IN THE
VISUAL ARTS BEYOND HIGH SCHOOL
GRADUATION COURSE REQUIREMENTS
(WHERE HE REMEMBERED PAINTING
A BEACH SCENE WITH A PALM
TREE THAT HAD, AS HE DESCRIBED,
’’DEJECTED PALM LEAVES’’). HE HAD
NO PICTURE-MAKING PRACTICE
BEFORE THIS COURSE.
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Luke at the Joshua Tree Early Childhood Center

Figure 10.1. Silly Pictures. Luke made the following two-pages for his spring ﬁnal project.
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I THINK THAT
LAST SEMESTER
I FELT MORE
LIKE I HAD TO
UM...

MAKE STUFF
HAPPEN AND I
WOULD UM...
TOO QUICKLY
UM...
WOULD BE LIKE, UM,
THIS IS BORING AND
JUST GO DO SOMETHING
ELSE IF SOMETHING
WASN’T LIKE UM...

HAPPENING
WITH THE
T E
KIDS, UM...

BUT YEAH, I THINK I
WAS MORE CONTROLLING
OF WHATEVER WE WERE
DOING OR MORE LIKE
JUST TRYING TO GET
STUFF TO HAPPEN UM...

AS OPPOSED TO JUST
LIKE, BEING THERE AND
THEN, YOU KNOW, BEING
TAKEN UP BY WHATEVER
WH
IS HAPPENING
HAPPENIN

SO LIKE, LETTING
KIDS COME TO ME
AS OPPOSED TO LIKE
COMING TO THEM AND
BEING LIKE, ’LET’S
DRAW’ OR, UM, ’LET’S DO
THIS’ AND I...
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I MEAN,
THAT’S,
UHHH,

IT TOOK AWHILE
FOR ME TO BE
ABLE TO DO
THAT BECAUSE,
LIKE, SILENCE IS
UNCOMFORTABLE
FOR ME

I, LIKE, TEND TO JUST
LIKE TALK TO FILL UP
SPACE SO, NOT DOING
THAT, UMMM, FEELS
REALLY DIFFERENT,
ERENT, BUT
IT
T ALSO WAS MORE
INTERESTING

I WOULD SIT DOWN WITH THEM WHEN
THEY’RE, LIKE, EATING. IT’S NOT LIKE I’M
OFF TO THE SIDE OR ANYTHING. I’LL JUST
LIKE, SIT DOWN WITH THEM, BUT I WON’T
BE LIKE TEACHERLY AND TALKING RIGHT
AWAY UM... I FEEL LIKE I’M COMING INTO
WHATEVER IS HAPPENING AND THEN THEY
JUST START, I GUESS PRETTY IMMEDIATELY,
START TALKING AND, UM... SO I GUESS I
WILL ALWAYS COME IN AND BE THERE AND
JUST NOT BE THE FIRST ONE TO START IN
SOME KIND OF INTERACTION.
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Figure 10.2. Sick Train Sneeze.
This is one of Luke’s four,
three-minute drawings made right
after playing with preschoolers.

Figure 10.3. Sick Train 1. Luke transcribed
Andrew’s story while playing together.
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Three kids stand with the teacher, sifting beans out of blue sand with their hands. They’re cleaning them, putting them in a big jar. It’s before 9 and Benjamin has had two meltdowns. “You watch him
and tell me if you see something,” teacher says.
Benjamin and Jonathan both had haircuts. Jonathan’s daddy cut his and Benjamin, his mom. I can
see his eyes better. They’re puffy and one has a cut, a bruise.
“Oliver!” Josh calls out when he walks in. His dad is taking off Oliver’s coat, “He might be
weird. He’s been in the hospital a few times. Croup, that seal cough,” he says. Oliver’s wearing a Packer’s
jersey.
A lot of friends are sick today. Even the teacher tells the friends, “He is sick because when you
are sneezing, you aren’t catching it in your elbow and washing your hands. Let’s practice coughing.”
After we do the calendar, the 23 and 24, after they all say together, “today is Monday, the 24th of
November, 2014,” it’s playtime.
Andrew ﬁnds the steering wheel as always. “What are you driving?” I ask.
“The ambulance!” he says. I showed him the book I made of his choo choo train ambulance story.
Benjamin is sick and Susanna is covering him with scraps of fabric. Josh is looking for keys to
the padlock. Andrew picks up the phone, calls Benjamin’s mom. Nelson comes over with a teacup of
medicine. Benjamin is piled high with felt and sunﬂower scraps, all shapes, eyes open, relaxed. I ask Susanna to ask Benjamin if he’s hot, if the medicine is working.
“He’s a little hot,” Susanna says.
Andrew tells Benjamin’s mom “he’ll have to stay for a while, okay, bye bye.”

Figure 10.4. Sick Train 2. This is one of
Luke’s four, three-minute drawings made
right after playing with preschoolers.
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Figure 10.5. Sick Train 3. This is a page from Luke’s spring ﬁnal project. Part of the course
requirement was to make pictures by hand and include preschoolers’ stories and pictures.
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Fi
Figure
10.6.
10 6 Si
Sick
kT
Train
i 33. Thi
This iis a
page from Luke’s spring ﬁnal project.
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Today
friends have ﬂour on
their faces, in their
hair. The table is
sometimes ﬁlled with
beans, sometimes
blue sand, now ﬂour.
Everyone is ﬁlling
cups and shapes.
Sabrina draws a
line with her ﬁnger.
Sonny says, “If you

eat some, you get sick and they have to
open up your tummy. You can pretend but it
will still make you sick. Here, pretend.”

Danielle furiously
draws, one paper after
another. She tells me to
put it down when she’s
done which means under
the other papers so she
can have a new one. She
doesn’t want to talk about
her drawings.

Figure 10.7. Danielle’s Pictures. Part of the experience of
drawing included re-imagining power associated with age and
schooling amongst preschoolers and DrawBridge participants.
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Josh holds the Choo Choo Train Ambulance book against his belly wherever he
goes. Inés tells me she wants to see it. We can’t ﬁnd the other two copies. Josh holds
one end of the book, accordion, and Inés holds the other side. Josh walks, Inés walks,
connected by construction paper train tracks. “Teacher, look!”

Figure 10.8. Sick Train Story. This is Luke’s handmade book of a story heard while with preschoolers.
The story was told by multiple children. Luke read the book to them. I’ve included his ﬁeldwork narrative
of what happened the day he read the book. He gave a copy of the book to the preschool class. Several
DrawBridge students gave a copy of their handmade book to the their assigned preschool classroom.
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Josh uses crayon and marker and a colored pencil, takes his book to teacher and we can’t hear
what story he says except that “this is water.” On the back, like the train tracks on the book I made, he
draws J J J J on the back of each square page, J for Josh.
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Josh says, “I want to make a book” and Sabrina
too. I fold white paper into accordions,

because they don’t believe me
that the folded paper is a book.

draw a book about giraffes—Sabrina’s request—

When they see drawings, they know.
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Sabrina draws a whole book, circles,
squares, lines, maybe writing.

I say:

and she says:
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I say:

and she hands it to Josh

but Josh looks at it, and says:
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I REALLY MISS BEING SO EASILY
ENTERTAINED–TO JUST LIKE BE
AROUND SOME DIRT AND INVENT THIS
WHOLE WORLD THAT’S REALLY COOL,
YOU KNOW. IT’S REALLY FUN AND YOU
CAN PLAY AS LONG AS YOU WANT.
TO BE THAT TAKEN WITH CREATING
SOMETHING TH
THAT’S, YOU KNOW, NOT A
FORM
RM OF ENTE
ENTERTAINMENT RIGHT IN
FRON
FRONT OF YOU–

ALTHOUGH, THEY WERE
BRINGING THEIR TV’S TO
SPACE... BUT YEAH, THAT
KIND OF PRETENDING
THAT IS SO CAPTIVATING–
CREATING, LIKE
COLLECTIVELY CREATING
STUFF, PLACES AND WORLDS
TO INTERACT IN.

I MEAN, I WOULD SAY AS
AN ADULT, I FEEL LIKE
I COULD TASTE WHAT
IT WOULD FEEL LIKE TO
REALLY BE THERE, BUT
STILL FROM A DISTANCE,
YOU KNOW.

305

YOU CAN’T FULLY
BE FOUR. IT JUST
OCCURRED TO ME
YESTERDAY THAT
THERE IS A DISTANCE
THAT COMES JUST
FROM BEING OLDER.

AND NOT BEING ABLE TO,
LIKE–WHILE BEING SOBER–
FULLY EXPERIENCE THAT
WORLD THE SAME WAY THEY
ARE EXPERIENCING IT AS
FOUR-YEAR-OLDS. I THOUGHT
IT WAS THE SAME FOR US.
I THOUGHT I COULD BE
THERE WITH THEM, BUT
NOT QUITE.

THE WONDER AND MAGIC IS
DIFFERENT. I CAN’T SHAKE
THE MORE CONCRETE OR
TANGIBLE OR REALNESS,
BUT THAT DOESN’T MEAN
ANYBODY CAN’T.
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We are outside and
it’s not cold but the kids are
wearing snow pants and boots.
This is for the mud pit. Nelson
is holding a branch from the
evergreen like a ﬂower. He
stands on the 2 square and Sabrina stands on the 4, diagonal
from him. He squeals when
she moves, tells her to go back
and she does. She says “but I
don’t know what we are playing!”
Benjamin says, “a
woodpecker!” Today we made
birds out of paper plates and
watercolor. I hear a knocking. There is a black and white woodpecker on the side of the building. I take
Benjamin’s hand to show him. I point. He’s looking but not saying anything. I squat down so we’re the
same height and I see that he can’t see. I stay low and we walk a few more steps. “Look!” he says, “it’s
really pecking!”
It’s raining but just a little and the teacher asks Neveah if she will melt and she laughs, says no.
She’s hoarding the chalk in one end of her scarf—there’s a pocket. Andrew and Susanna are drawing on
the outside of the house with chalk. “The monster’s jail,” Andrew says.
The teacher gets brooms out
of the shed and they start sweeping
inside the house. Two other kids take
hula hoops and catch Robert. He’s
the monster and they bring him in
the house, the jail.
When it’s time to go in, we
get in a line and stomp around the
playground to get mud off our boots,
but then we step in our friends’ mud.
We’re lined up by the door.
Mikaela asks if I’m a boy or a
girl and I say, “What do you think?”

Figure 10.9. 4, 3-Minute Drawings. Luke made these drawings during the
30-minute draw/write session immediately after being with preschoolers.
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Josh says, “he’s a big teacher.” It’s Mikaela second week in the Evergreen room.
Inside, it’s lunch time and Sonny is dunking pale hot dog slices in red Jello and spilling it all over
her shirt and face.
“This table is too silly,” I say, so I sit with Jonathan and Autumn, who are very sincere about eating and Susanna, who isn’t so much. Andrew, too. He’s eating broccoli and pasta and a chicken leg, a very
little one. Autumn and Jonathan eat dumplings and ask me to draw them. Autumn bumped her lip outside
and when she remembers, she looks very sad. She has pink chalk around one eye.

Figure 10.10. Final Project. The is a sample from Luke's ﬁrst semester ﬁnal project.

308

Figure 10.11. Caca Pee Pee. This is
a page from Luke's spring semester
ﬁnal project. Drawing was used
to animate and mask subversive
themes like bathroom talk.

THERE’S OFTEN THIS
DYNAMIC WHERE ONE
KID IS BEING SILLY
AND ANOTHER KID IS
LIKE, "THEY’RE BEING SO
SILLY," AND POLICING THE
SILLINESS– WHAT’S REAL
AND WHAT’S NOT REAL.

I THINK I’VE SEEN
THAT WITH THESE
KIDS, LIKE A CLEAR
DIFFERENTIATION
BETWEEN REALITY AND
PRETEND AS THEY’VE
GOTTEN OLDER OR
CLOSER TO BEING
OLDER.

THEY HAVE A GREATER
SENSE OF NEEDING TO
KNOW WHAT’S SERIOUS
AND WHAT’S REAL. EVEN IF
THEY’RE BEING DEVIOUS
ABOUT STUFF THEY KNOW
THEY’RE NOT SUPPOSE TO
BE DOING.
I’M SEEING MORE
OF THAT AS THEY’RE
GETTING CLOSER TO
BEING FOUR-K AND
BEING AWARE OF–

I NEED TO ACT A
PARTICULAR WAY IN THIS
SITUATION AND THEN I
CAN BE SNEAKY AND TALK
ABOUT PEE AND POOP IN
THESE OTHER SPACES.
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Figure 10.12. Andrew’s Doggie. This is a page
from Luke's spring semester ﬁnal project.
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Figure 10.13. Andrew’s Doggie. This is
a copy of Andrew’s doggie drawing that
Luke included in his spring ﬁnal project.
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Figure 10.14. Andrew’s Silly Doggie. Luke shows an exchange he and Andrew shared
about how to draw a silly doggie. Seeing and making images with preschoolers entailed
representational and non-representational drawing. In this exchange, drawing extended
beyond the paper and was a fuller body and shared experience.
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Figure 10.15. Andrew’s Silly Doggie. This is the second page of
Luke and Andrew’s exchange about how to draw a silly doggie.
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Figure 10.16. Andrew’s Silly Doggie Picture. This is a copy of Andrew’s Silly doggie drawing that Luke
included in his spring ﬁnal project. Machón et al. (2013) described four different kinds of scribbles that
children make. He based his hierarchical categories on the idea that there is an axiom for drawing–ﬁguration. Luke’s ﬁeldnotes show other aspects of drawing that extends beyond ﬁgurative work.
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Valina is eating a grilled cheese and showing it to me in her mouth. Last week she showed me her
hardboiled-egg-ﬁlled mouth. When I tell her I don’t want to see that, she listens. Oliver comes back to the
table and I ask if he’s done, “come on, pick up your lunchbox.”
“Teacher told me to poop and then pack up my lunch,” he says. “It’s a good idea.”
All three teachers are out sick today. “A silly day,” teacher says, “because I’m here on my stay
home day.”

Figure 10.17. Naptime. This is a page from Luke's spring semester ﬁnal project.
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When it’s naptime, I lie with Autumn who wants her mom until she falls asleep. I stand up to see
who needs to be cuddled to sleep. Some kind of Coldplay to put kids to sleep music is on. You can hear
the Cyprus room’s lullabies playing too. Oliver is making purr gurgle sounds. “Like Tigger,” he says. He
doesn’t like sleeping.
“Shhhh so your friends can sleep, Oliver,” but he says he’s whispering. He is but it’s not that
quiet. He tells me he has to pee and I take him but I think it was a trick to keep from sleeping. Mikaela’s
mat is next to Oliver’s by the cabinet where friends put their things they’re not done playing with under
laminated signs that say, “Work in Progress!”

Mikaela says:

I lie next to her, my hand on
her back. She asks:

I say:

She smiles and closes her eyes.
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Figure 10.18. We Teach Them Otherwise. This is an excerpt from Luke’s fall ﬁnal project. Sometimes, while
ﬁguring out how to take preschoolers’ lead, Luke responded to other people’s perception his gender.
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We are sitting in the kitchen.
I’m sitting on a little plastic chair.
Andrew needs help with his silver
sheriff badge, getting it to stay on
his shirt. I tell him I’m hungry and
he rustles through the cabinet.
“I’m looking,” he says.
“Come on, I’m hungry!”
He gets out a plastic kettle, says,
“Tea, I’ll make you some tea.” Then
he gets out two little plastic cups,
pours me tea, then him, then both of
us again and again. We clink cups.
“Does it cost anything?” I ask.
“Five dollars,” he says, and
pours me more tea.
Sonny comes over, stands between us. I draw an onion because
she tells me to. Then she asks me why I drew a hot air balloon and I say, “Aw, come on, that’s an onion,
right?” And I write underneath, ONION. I draw a sandwich and ask Andrew if he likes sandwiches.
“Oh yeah, I like sandwiches.” He’s rustling in the cabinet again.
Sonny steps on the box of plastic food and it all spills on the ﬂoor. She opens the kettle. It’s full of food
too.
“Can you get this out?
How do you get this out?” she
says. I pull something out,
either sushi or cake. She says,
“draw cake.” I do. She says,
“that looks like cake.” She
takes my green marker, traces
a blob she says is beans, and a
lemon, grapes, a taco. She takes
a plastic knife, starts cutting the
taco she drew on the paper.

Figure 10.19. I’m Hungry! Luke and Sonny made. Preschoolers assumed some
authoritative control over Luke by telling him what to draw and critiquing his
drawings. The preschoolers directives and critiques coupled with Luke’s responses
were sometimes an essential part of the play that allowed drawing to happen.
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“Teacher, teacher,” Helder says. He walks up, puts his hand on my leg. He takes a marker and starts
drawing. I ask him what he’s drawing and he just keeps going. He’s really ﬁlling the space under the clip
part of the clipboard, ﬁlling in that solid rectangle. It’s his ﬁrst day, the teacher tells me. He was crying his
eyes out when his dad left. We have to distract him. He’s off now somewhere else.
“You’re the brother,” Sonny tells me.
“Who are you?” I ask.
“The mom,” she says, “and Andrew’s the dad.” He nods.
Then Andrew says, “or we can be cousins. You want me to call you cousin?”
“Sure, we can be cousins,” I say. He’s quieter than Sonny, but most of the kids are. “You’re a boy
cousin,” Sonny says, “because you’re a boy” and I say, “yes, that’s right.” On the ﬂoor there are piles
of plastic food, utensils, and I say, “Sonny, let’s pick some of that up” and she says, “no, it’s not time to
clean up yet, not clean up time.”
“I’m going to draw some more,” I say. Sonny says to get a new paper, walks over to where Louisa
sits, kids stringing necklaces or headbands.

Figure 10.20. All Kinds of Beds. Luke wrote these notes
while playing with Andrew and Sonny. Luke did less dictation
and documentation, a practice learned in the Image lab, in
the second semester when he deepened his involvement with
preschoolers’ play. He became more comfortable with waiting
for preschoolers to tell him what to do.

Queering preschool
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LUKE WROTE AND DREW PICTURES
ABOUT BEING QUEER IN DRAWBRIDGE
SOMETIMES. THE MAJORITY OF
THE PRESCHOOL CLASSROOMS WERE
TAUGHT BY WHITE, CISGENDER
FEMALES-MOST OF WHOM WERE BORN
AND RAISED IN THE UNITED STATES
AND MARRIED WITH CHILDREN.

DRAWBRIDGE STUDENTS WHO
PHENOTYPICALLY DEVIATED FROM
W
WHITENESS, FEMALENESS, CISGENDER
O
ORIENTATION, ABLE-BODINESS, AND/OR
M
MONO-LINGUAL SPEECH (I.E., SPOKE IN
A LANGUAGE OTHER THAN ENGLISH)
DREW ATTENTION THAT OTHER
DRAWBRIDGE
D
STUDENTS DID NOT HAVE
TO ADDRESS WHILE FIGURING OUT
HOW TO SEE AND MAKE IMAGES IN
THE COURSE. THESE PARTICIPANTS
COULD NOT JUST BE IN THE
PRESCHOOL CLASSROOM.

Figure 10.21. Luke’s Drawing
of Preschool. Although DrawBridge participants abandoned
some of the practices used to
ﬁll-up their notebooks while
with preschoolers, they continued to draw, add pictures,
and write in it to fulﬁll course
requirements. Some people
just liked using them.

WHEN I INTERVIEWED LUKE, I DID
NOT DIRECTLY ASK ABOUT HOW HE AND
PRESCHOOLERS NAVIGATED QUESTIONS
ABOUT GENDER. THOUGH I WAS CURIOUS,
I WAS ALSO AWARE OF MY OWN
SENSITIVITY AND FRUSTRATIONS WITH
TOKENISM IN PREDOMINANTLY WHITE
SPACES. I DID NOT WANT TO REDUCE
LUKE’S DRAWBRIDGE EXPERIENCES
TO GENDER. HE NEVER BROUGHT UP
GENDER QUEERNESS DURING HIS FIRST
INTERVIEW. HE DID WRITE ABOUT IT
IN A BRIEF EMAIL CORRESPONDENCE
WITH ME:
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Luke’s email: So I’ve been thinking since our
interview today that really the most important
thing I’ve gotten out of drawbridge is about
being okay/feeling okay around kids. Letting go
of years and years of shame around being gay

and being gay around kids that shaped my life
for so long. This class has changed everything.
I know that’s in my final project, but it’s not
always something that I feel like I can talk

my head up and not looking at the ground.

said hi to me. It only occurred to me then
I said hi to some teachers in the hallway, they that even walking to a polling place in a school,

down one hallway and to the left at a school
right in our neighborhood, that I felt deeply

guilty and ashamed for even being in that
space. This isn’t a rational thing, more like a
learned behavior, internalized coping mechanism.

about. Last week I was walking through the
elementary school by our house to vote in the
primary, and I realized that I was holding

It was only when I realized I didn’t have that
sense of guilt and not belonging that I noticed
it was ever there.
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I also think working with kids and working
with Professor Kelly are incredibly helpful in
doing critical work, but I find it all the most
helpful for being a human in the world (and in
the winter, all kinds of winters).

there are also gay and transgender kids in the
classrooms. I’m sure your presence for them

school of education, I get this A LOT. Some
people are shocked to hear that I’m not
studying multicultural education, I taught science, and now I’m cartooning and working with

My Email: Thanks for this email. It’s a joyful
response that’s also very clear in how you
wrote/write your Monday reflections.

I always look forward to listening to you read
them in class. I’m sure you’re aware of thisJust as there are black, asian, latino kids,

hang ups about being black in predominately
and the other kids is appreciated, even if it’s white spaces. I get annoyed when people talk
not directly articulated. I didn’t mention this in to me as if being black is the only thing I
the interview probably because of my own
have to contribute to something. Being in the

Professor Kelly. Some have literally asked me:

So, I didn’t want to put you in that position.
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On not being able to just be in preschool
I ALSO NAVIGATED ASPECTS OF MY OUTWARD
APPEARANCE CONSIDERED ODD, TRANSGRESSIVE,
PROBLEMATIC, EXOTIC, UNIQUE, AND/OR UNDESIRABLE
BY SOME INDIVIDUALS AND BY THE BROADER SOCIOCULTURAL CONSENSUS IN THE UNITED STATES WHILE
PART OF DRAWBRIDGE. I COULD NOT JUST BE A
RRESEARCHER. I WAS, FOR EXAMPLE, A RESEARCHER
W
WITH AN AFRO, AS THE FOLLOWING COMIC I MADE
IN MY FIELDNOTES EXPLAINS:
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I HAVE A PERSONAL
RELATIONSHIP WITH MY HAIR
THAT COMES FROM A LONG
HISTORY OF BELITTLING BLACK
HAIR TEXTURES IN THE UNITED
STATES, HOW I REMEMBER RACIST
ENCOUNTERS ABOUT MY HAIR,
OTHER PEOPLE’S PERCEPTION
OF MY HAIR, AND SEEING THE
PHYSICAL PRESENCE OF MYY BURN
SCARS, CAUSED BY APPLYING
PLYING
HARSH CHEMICAL STRAIGHTENING
GHTENING
AND TEXTURIZING TREATMENTS
ATMENTS
FOR TWENTY-YEARS.
S.

FOR AS LONG AS I CAN REMEMBER, PART
OF MY DAILY EXPERIENCE LIVING IN THIS
COUNTRY AND IN OTHER PARTS OF THE
WORLD IS DEALING WITH RACIAL MICROAGGRESSIONS—WHAT SUE, CAPODILUPO,
TORINO, BUCCERI, HOLDER, NADAL, AND
ESQUILIN (2007) DEFINE AS BRIEF, EVERYDAY
EXPERIENCES THAT SEND DENIGRATING
MESSAGES TO PEOPLE OF COLOR BECAUSE
THEY BELONG TO A RACIAL MINORITY GROUP
(P. 273). I AM NOT ALONE IN EXPERIENCING
CING
THIS NORMALIZED PERSECUTION
ECUTIO
I N (SEE
PRINCE, 2009) ABOUT
UT HAIR.

TO DRAW PICTURES,
PLAY, AND PRETEND WITH
PRESCHOOLERS, I HAD TO
RECALIBRATE MY ALOOFNESS
TOWARD AND FRUSTRATION
WITH PEOPLE WHO TRY TO
TOUCH OR MAKE COMMENTS
ABOUT MY HAIR.

MY HAIR WAS NEVER
EXPLICITLY PART OF HOW WE
PLAYED WITH ONE ANOTHER.
THEY NEVER SAID, ’’YOU’RE THE
X BECAUSE YOU HAVE AN AFRO,
RIGHT?’’ YET, FOR ME, MY HAIR
WAS ALWAYS THERE.

I INTENTIONALLY TRIED TO
ADDRESS PRESCHOOLERS’ COMMENTS
AND RESPOND IN A WAY THAT
INVALIDATED OUTDATED,
RACIST BELIEFS ABOUT AFROHAIR TEXTURES, BEAUTY, AND
BLACKNESS. THESE WERE MOMENTS
THAT I COULD NOT BE WITH
PRESCHOOLERS BY BORROWING
THEIR ’’STATE OF MIND.’’ I BECAME
TOO SELF-CONSCIOUS.
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Figure 10.22. You’re In Jail.
This is a page from Luke’s
spring ﬁnal project.
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We are outside of the playground in the snow. I am pulling Jonathan and Natasha on a sled. When
I ask where they want a ride to, Jonathan says “South America!” and Natasha says, “a castle, it’s over
there.” I swing them around the slide and they both hop off.
Now Asha wants a ride. “Where to?” I ask. “Michigan,” she says. Inside earlier, she picked up
keys and a phone and said, “I’m going to Michigan, be back Saturday.” Jonathan ﬁnds us on the way to
Michigan, says, “I’m walking to St. Paul, I’m here.” Asha hops out.

Jonathan takes my hand and says:

We go into the little house. Benjamin is
there and Asha comes too, gets a broom.
Benjamin’s hat has spikes like a dinosaur.

Jonathan yells:

Benjamin is smiling and Asha is holding the broom handle at me like a spear.
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I pretend try to shake the doors and Benjamin on the
outside is smiling. He’s been crying off and on all day.

Jonathan yells:
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Asha still holds the broom.
Autumn sits in the window and

I whisper to her:

She shakes her head no but I think I can
change her mind. She got a haircut this week.
Her mom cut it because she couldn’t see.
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I ask Autumn if I can escape
through the window again and

Later, when they convince me to go back to jail,

I go and they say, “Hey!” but I keep running.

Autumn sits in the small window and says:
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Figure 10.23. Get Me. This is another page from Luke’s
spring ﬁnal project. Being with children on more of their
level meant to be responsive to preschoolers’ call to action.
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I GUESS I USE
TO THINK OF
IT MORE AS
REPRESENTING
A THING

IF YOU’RE TRYING TO
DRAW A HOUSE THE
POINT IS TO, YOU
KNOW, MAKE THAT
REPRESENTATION OF
A HOUSE
I DO THINK
ABOUT IT MORE
AS A PROCESS
AND LESS
LIKE A THING,
A FINISHED
THING

AND I THINK IT’S MORE–
ESPECIALLY WITH THE KIDS–AS
SOMETHING THAT MOVES, AS
SOMETHING THAT YOU CAN
DO TOGETHER, THAT CAN
BECOME PART OF A GAME OR A
CONVERSATION AND, YOU KNOW,
AND THEN COME BACK TO IT.
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WHEN ANDREW DRAWS,
MOST OF THE TIME
HE’S JUST HOLDING
SOMETHING AND HE’S
LOOKING OUT AT WHAT
EVERYONE ELSE IS
DOING. HE JUST DOES
THIS.

HE’S NO
NOT LOOKING AT
SOMETH
SOMETHING TO DRAW. HE’S
JUS
JUST STARING AND HE’S
AALSO DOING THIS BECAUSE
HE WANTED TO MAKE A
DRAWING. HE’S OFF THE PAGE
SOMETIMES.

THEN THE OTHER KIDS–I THINK
IT WAS SABRINA WHO SAID, ’I
DON’T MAKE SCRIBBLE PICTURES,
I MAKE BEAUTIFUL PICTURES,’
DIFFERENTIATING, YOU KNOW. SOME
OF THE KIDS HAVE VERY PRECISE
FINE-MOTOR SKILLS.

THEY DRAW VERY GOOD
BUTTERFLIES, FLOWERS, AND
ALL THIS STUFF, WHICH I
THINK IS CLOSER TO WHAT–
I DON’T WANT TO SAY ALL
ADULTS–TO HOW LIKE, ’OH,
I GET TO PAINT OR WE’RE
GOING TO PAINT SOMETHING
AND I KNOW WHAT I WANT
TO PAINT. I WANT TO PAINT
A BUTTERFLY AND A FLOWER,
AS OPPOSED TO SOMEONE
WHO’S PUTTING ALL THESE
PAINTS AND BEING LIKE,
’WHOOOOOA!’

I GUESS DRAWING FEELS
MORE COMPLICATED TO ME
AND MORE INTERESTING
TO ME NOW. ’CAUSE
WHAT ANDREW IS DOING
IS DRAWING AND WHAT
SABRINA DOING IS
DRAWING TOO.
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Figure 10.24. Draw What You Hear.
Immediately after Luke read his
written narrative in the Image Lab,
Drawbridge participants drew a
three-minute picture of what they
heard. Luke painted the pictures and
glued them in his composition book.

Figure 10.25. Best Rose.
These are Autumn and
Luke’s rose drawings.

We are outside early because
a lot of friends are cranky today. I’m
sitting with Autumn and Sabrina
under the jungle gym. Autumn looks
tired and I ask her, “Are you tired?”
She says no. Her head is leaning to the
side, eyes half closed, not smiling but
not crying either. I ask if she wants
to draw with me. Sabrina is already
drawing.
Autumn says, “I can draw the
best rose.” She keeps saying that but
not drawing.

I draw a rose and she
says, “No, that’s not the best.”
She still isn’t drawing, just
holding the marker. It’s windy
out.
I ask why she’s so shy
today. She shrugs.
Then she says, “I don’t
want anyone to see my heart.”
“Why not?” I ask, and
she says, “I don’t want anyone
to see my heart. Only girls.
I only want girls to see my
heart.”
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Figure 10.26. My Heart. Luke’s ﬁeldnotes
taken while with preschoolers.

They go to where Louisa is drawing, at
the picnic table. I sit with them. Valina is
so cold. Me too. Our hands are bare. Sabrina laughs at us for not having gloves.
Hers are green.
“That’s not nice to make fun of
people who are so cold,” I say. Her face
gets serious but not for too long.
In the house thing, the boys with
bikes are standing by Josh. He’s sitting
on the bike, crying. He’s my favorite and
I run over there. He’s not making any
sounds. Tears are pouring down his face.
“Are you hurt?” I ask. He shakes
his head.
Nelson says, “I can say ‘cry’ in
Chinese.”
I say, “What happened?” and Jonathan says, “We were just pretending.”
I’m holding Josh’s head.
“We told him he was going to be
locked up in jail forever.” Josh nods.
“We were pretending,” Andrew
says.
“Josh, you are free,” I tell him,
“you aren’t going to jail forever.”
Slowly he stops crying, then
they’re off again, putting out ﬁres all over
the playground.

Figure 10.27. Draw What
You Hear. A picture a
classmate drew after
listening to Luke read.
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Figure 10.28. Just Pretending. This is another
page from Luke’s fall ﬁnal project.
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Figure 10.29. In Jail. This is another page from Luke’s spring ﬁnal
project. We listened to Professor Kelly read excerpts from the original
Pinocchio while we worked on our ﬁrst zine assignment.
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A FEW WEEKS AGO,
DANIELLE AND SABRINA
WERE MAKING DRAWINGS
AND THEY WANTED ME TO
DRAW A SQUIRREL EATING
AN APPLE. I SAID, ’NO, YOU
DO IT,’ BECAUSE I DON’T
WANT TO SHOW THEM THE
RIGHT WAY TO DO IT.
I’M MORE INTERESTED IN
WANTING TO SEE THEM.

I WATCHED SABRINA
DRAW–SHE ALWAYS
DRAWS FROZEN [DISNEY
MOVIE] STUFF. SHE
DRAWS THINGS FROM
FROZEN OR SHE DRAWSS
BUTTERFLIES AND
FLOWERS.
SHE DRAWS THE SAME
THINGS OFTEN, SO THEY
LOOK GOOD. SHE’S REALLY
GOOD AT IT. SHE’LL RARELY
DRAW SOMETHING SHE
ALREADY DOESN’T KNOW
HOW TO DRAW. SO, SHE
STARTED TO DRAW THIS,
LIKE, THING–
SORTA LIKE A
RAT WITH A
LITTLE TAIL AND
SOMETHING IN
ITS MOUTH–BUT
IT LOOKED LIKE
SOMETHING SHE
HAD NOT DRAWN
BEFORE. I COULD SEE
HER STRUGGLING,
WHICH WAS SO
INTERESTING.

AFTER THEY DREW STUFF,
I DREW SOME. THEY WERE
LIKE, ’THAT’S NOT, THAT’S
NOT GOOD AT ALL!’ AND
THEN SABRINA SAID, ’WELL
THEN, LET ME DRAW THE
APPLE AT LEAST, BECAUSE I
CAN DRAW A BETTER APPLE
THAN YOU.’
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Figure 10.30. The Right Way. This is another page from Luke’s fall
ﬁnal project. Sometimes preschoolers drew to correct our drawings.
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I DON’T KNOW HOW MUCH
TRACING THEY DO, BUT
SUSANNA JUST GOT THAT
IDEA. WE’RE ALL WATCHING
HER, LIKE WHOA. SHE DOES THE
LITTLE BANDANA THING HERE
AND COMES AROUND AND THEN
IT WAS LIKE SHE JUST LOST
CONTROL OF HER PEN–

WHERE THE FACE COMES
AROUND, SHE JUST LOST
IT AND KEPT GOING
WITH IT. SO, IT WAS
LIKE LEAVING HER AND
SHE LOVED IT.

SHE LOVED THAT IT
WENT KINDA OFF THE
TRACK. IT WAS LIKE
SHE WAS ON A RIDE.

SO, I’M MAKING AN
ANALOGY TO THAT OUT
OF CONTROL FEELING
WHERE I’M OFTEN
DRAWING A LEG OR
SOMETHING AND IT’S
JUST LIKE...
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IT STILL FEELS
STRANGE. I DON’T
FEEL FULLY IN
CONTROL AND THAT
USED TO DRIVE ME
CRAZY, THAT USED
TO DRIVE ME NUTS.
NOW I LIKE IT.

I FEEL LIKE IT’S A
SUPREMELY IN BODY
EXPERIENCE. IT’S IN
OUR NON-RATIONAL
BODIES, YOU KNOW. IT
JUST FEELS SO VERY
PHYSICAL.

EVEN IF IT’S OUT OF
OUR RATIONAL CONTROL,
IT’S SOMETHING THAT
LIKE, FOR SUSANNA, IN
THAT MOMENT, WAS
PRODUCING, ’YEEAA!’

I FEEL LIKE THERE ARE
PHYSICAL REACTIONS WHEN
I’M DRAWING. FOR ME, IT’S
ALWAYS MY EARS TURN
RED OR I FEEL HOT OR
SOMETHING LIKE THAT.
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Conclusion: What is an Image?
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Figure 11.1. What is an Image? Ethan wrote this
narrative and I translated it into a comic. The
cityscape picture is my copy of Ethan’s original
picture. Ethan also drew the lizard with legs.
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PROFESSOR KELLY
CREATED DRAWBRIDGE
TO PURSUE THE
SAME QUESTION THE
PRESCHOOLER ASKED IN
THE COMIC, ’’WHAT IS AN
IMAGE?’’

I AIMED TO MAKE
THE IDEA THAT
AN IMAGE IS A
THING THAT CAN
BE CAPTU
CAPTURED
T RE
RED SEEM
STRANGE (SEE ALSO
ALS
L O
MYERS, 2015).

BROADER SOCIO-CULTURAL
DISCOURSES
LTURAL DI
ABOUT THE STATUS OF DRA
DRAWING AND THE
AGENCY THAT AN INDIVIDUAL IS SUPPOSED
TO REVEAL WHEN THEY DRAW, IMPACT
HOW PEOPLE PRACTICE THE ACTIVITY,
THE MEANING THEY MAKE FROM IT, AND
OTHER’S PERCEPTION OF WHO THEY ARE AS A
CERTAIN KIND OF PERSON. THOUGH PROFESSOR
KELLY AND I BASED DRAWBRIDGE ON A
CARTOONIST-INFORMED APPROACH TO SEEING
AND MAKING IMAGES, PROFESSOR KELLY’S
BROADER QUESTION OF, ’’WHAT IS AN IMAGE?’’
EXTENDED SOME FLEXIBILITY IN HOW WE
COULD BE IN PRESCHOOL AND RE-IMAGINE
WAYS OF SEEING AND MAKING IMAGES WITH
THE CHILDREN THERE.
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A focus on moment-to-moment agency that also considered
non-representational aspects of images gave insight about how:

1

2

Meaning about seeing
and making images is
made through practice
and broader socio-cultural
discourses.

People reimagine
valuable visualization
practices through social
interaction.

I discussed how drawing is not a
neutral activity that can be used
without some degree of imposition,
regardless of intent. To recognize
certain activities over others as
drawing, aims to create certain kinds
of people. Educators and education
research who want to use drawing in
their classroom or as a source for
data should, at least, ask any or all
of the following:

I extended Holland and colleagues (1998)
notion of figured worlds. This decision allowed
me to make sense of the DrawBridge notebook
as an un/constructed artifact of the Image Lab.
I was also able to examine improvisational
activity as a kind of call-response exchange.
Call-response perspective complimented
representational and non-representational
aspects of images, the presence of social reality
in children’s play (i.e., awareness of differences
in ability based on age and levels of schooling),
and the shared efforts to participate and sustain
the feelings and motions of play.

What is drawing? What am I doing
when I ask someone to draw? What
value do I put on drawing to make me
want someone else to draw? What kind
of value am I placing on the person who
I want to draw? How might my meaning
making about drawing exclude others
from participating? What is my own
drawing practice?

3
Visualization practices
can help rethink
text-based dominance
in education research.

How researchers do fieldwork was
governed by ideological constraints of
how they can produce and share their
work with academic audiences (Castañeda
2006). I intended to make a living example of picture-making practices for
research and the constraints they might
create by making a zine.
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