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Abstract 

Access to new forms, conduct and practices of educational research remain elusive 

providing researchers stay within the narrow theoretical constructs-the static, single 

vista of conventional research models. 

This dissertation presents the findings of an experimental study that aims to extend the 

discourse of educational research through a 'performative ethnographic analysis' by 

using a single-site case study approach. The case study is an analytical parody based on 

multiple discourse relevant to a 'new' and different approach to educational research so 

that a more comprehensive and complex process of reading and writing text becomes 

possible. Throughout this process, a generative methodology and interpretative base are 

anticipated to provide a metaphoric focus for a critical dialogue. 

The discourse informing the theoretical and interpretative base of the study include 

philosophy, science, visual arts, literary theory, critical postructuralist theory and theatre 

performance. The data are presented as a series of performance narratives in the form of 

socio-drama, interspersed with critical reflection that enables the researcher, the 

research participant and reader to become part of a triadic construct. 

The findings from this study have major implications for informing contemporary 

educational research, as they demonstrate that by approaching research in 'new' and 

different ways, the researcher and the educational community have access to insights 

that are unavailable within the constraints of conventional models of research. 
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Prologue 

To the One of Fictive Music 

Sister and mother and diviner love, 

And of the sisterhood of the living dead 

Most near, most clear, and of the clearest bloom, 

And of the fragrant mothers the most dear 

And queen, and of diviner love the day 

And flame and summer and sweet fire, no thread 

Of cloudy silver sprinkles in your gown 

Its venom of renown, and on your head 

No crown is simpler than simple hair. 

Now, of the music summoned by birth 

That separates us from the wind and sea, 

Yet leaves us in them, until earth becomes, 

By being so much of the things we are, 

Gross effigy and simulacrum, none 

Gives motion to perfection more serene 

Than yours, out of our imperfections wrought, 

Most rare, or even of more kindred air 

fu the laborious weaving that you wear. 

For so retentive of themselves are men 

That music is intensest which proclaims 

The near, the clear, and vaunts the clearest bloom, 
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And of all vigils musing the obscure, 

That apprehends the most which sees and names, 

As in your name, an image that is sure, 

Among the arrant spices of the sun, 

0 bough and bush and scented vine, in whom 

We give ourselves our likest issuance. 

Yet not too like, yet not so like to be 

Too near, too clear, saving a little to endow 

Our feigning with the strange unlike, whence 

springs 

The difference that heavenly pity brings. 

For this musician, in your girdle fixed 

Bare other perfumes. On your pale head wear 

A band entwined, set with fatal stones. 

Unreal, give back to us what once you gave: 

The imagination that we spurned and crave. 

(Wallace Stevens, 1955, pp. 87-88) 
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Note 

In this study reference is made to 'we' and 'us', meaning those of us working in 

educational research communities as a whole-my students, my colleagues, other 

researchers whose work forms the basis of 'our' community in ways that influence, but 

do not impede, our critical relations (Dolan, 1993). The 'we' and 'us' I am addressing 

here refers to those who are either already conducting research in the manner which I 

am advocating and/or those innovators who inspire to 'read' and write educational 

research differently. 



The Challenge 

For he demands a lot from himself and from those who study him closely: new in 

each line, his text is not supported by any reprise. The most difficult art is that of 

infinite melody, which launches itself and risks itself, wandering on the path that it 

itself invents and that never returns to itself, whose leap is sustained only by its 

restlessness, exposed, exploring unceasingly another fragment of the earth, 

flapping like the edge of a flag in the wind... always at the stage of being born, 

cheerful, in turmoil, tormented, twisted, torturing, strange to hear, emanating from 

the body' s roots like birds taking flight all around the leaves of the tree, burgeoning 

divergent. (Michel Serres, lhe Troubador of Knowledge, 1997, pp.100-101) 

Introduction 
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I have often wondered what new possibilities for 'doing educational research 

differently' might arise by taking the risk to critically review my own interpretative and 

analytical practices and explore alternative models beyond the accepted conventions of 

the rigid kind which frame our thinking, questioning and direction. In the past I have 

felt compelled to accept conventional approaches to research because I have not been 

able to find a way into an alternative process. In this study I use the term 'convention' to 

mean 'conventional' in the narrow sense-'the mixture as before', 'a familiar routine', 

'old stuff' that no longer serves us well, and/or is no longer receptive to new ideas 

(Williams, 1968a, p. 3). 

Then I met Garry, the gesturer, who reads the world differently. Was I willing to 

become willing to learn to engage collaboratively with somebody who was 

non-conventional and not bound by accepted wisdom in order that I, too, might explore 

possibilities for new and different approaches to educational research? The answer 

within me--failure to explore new ways of doing educational research ensures that we 

researchers continue to see and work within conventional lines; and different ways of 

doing research remain inaccessible. 
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This section, The Challenge sets the context for the area of the thesis. By presenting 

three tales, one short story and two Plays, my purpose is to introduce the reader to 

Garry, the Gargantua of the study, and to the way in which the topic of the thesis 

developed. The context I give to this description is 'the educational theatre of 

absurdity', a 'new' and unconventional mode of knowledge transmission that is 

contrasted to the narrow conventional theatre of knowledge, ' the educational theatre of 

illusion'. 

The Researcher came upon Gargantua and noticed a new 'strategem' 

was being 'conveigh'd'1 

In 1995 in my brief role working as an educational practitioner-researcher at an 

Australian University, I met and worked alongside an outstanding educational leader, a 

self-confessed foolish madman, a present day Francis Rabelais type storyteller and 

gesturer called Gargantua. In this study I have given him the pseudonym Garry. 

Gargantua is one of the main characters in Francis Rabelais' (1954) epic work Rabelais 

and His World, an account of grotesque border life and feudal culture during medieval 

times. Mikhail Bakhtin's (1968) analysis of Rabelais' work has since become a seminal 

text for literary theory and social critique. 'Rabelais whose wit prodigiously was made, 

all men, professionals, actions to invade' (Rabelais, (1954, p. 3). 

Whilst I have since moved to another University to pursue other educational research 

endeavours, Garry still works and plays within the same educational institution of 

teaching, learning and research with its uni vocal and totalising systems of thought and 

practices. Parodying conventional m1mes1s alongside, against and through 

epistemological authority, Garry, the playful trickster and boundary connector or 

'neuron joiner' , as he calls himself, inhabits the problematic space somewhere in the 

middle between two enclosed worlds: the marginalised and the mainstream. His 

working laboratory is out there at the edges or margins between two different worlds, a 

different epistemic space that Michel Serres (1997, p . 43, 70) refers to as 'the third 

1 The language of Francis Rabelais (1954, p. 4). 



13 

space'-the in-between, 'neither positioned nor opposed, neither inside or out but 

unceasingly exposed nevertheless'. 

Almost three and a half years after our first brief working encounter at the university, 

Garry invited me back into his world, 'the educational theatre of absurdity', as he calls it, 

to continue to share our common interest in educational processes. I accepted his 

invitation out of sheer intellectual curiosity. He needed someone to talk to concerning a 

possible re-focus and new direction in his professional life. As for me, I was looking for 

a research focal point for this doctoral thesis. Therefore, choosing Garry as my research 

participant for the study was not simply a matter of identifying the perfect marginal 

person and carrying out a 'participant observation' study, nor was it a chance encounter. 

Over a period of ahnost three years, a real live social drama took place between us. In 

our negotiated understandings with one another, a project took shape, an 'as yet' not 

fully understood project, that I shall term, for the moment at least, an 'analytic parody' 

(Mulkay, 1985, p. 239). It consisted of genuine, lengthy, (dis) continuous and very frank 

dialogues conducted at the forestage of Garry's theatre, along with an exchange of 

e-mails and telephone calls. 

As we sought to understand one another's utterings, power inevitably came into play as 

we tried to negotiate these dialogues into a mutually comprehensible pod of thought and 

ideas that each could understand. On a few rare occasions, heated discussion of issues, 

such as ownership of intellectual property, occurred. However, this 'nexus of power and 

meaning', to use Dorinne Kondo's (1990, p. 10) phrasing, 'was also creative, the crucible 

within which we forged our relationship'. 

The three years' journey has taken me out to the edges between two different worlds 

where contradiction, feigning, ambiguity, incongruity, diversity and promiscuity are 

rife. Pell-mell, as we shall see, is a much less comfortable science than the traditional 

conventions of discourse in the dramatic 'illusionary theatre' of education to which we 

belong. The term Pell-mell means: 'promiscuously, together in disorderly or confused 

mingling or medley' or in a confused or jumbled mass (The Oxford English Dictionary, 

2002). 
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Garry, is a critical reader of text, in the broadest sense, as defined by writers such as Jill 

Blaclanore (1999), Donna Haraway (1988), Gabriele Lakomski (1998) and Patti Lather 

(1991b, 1994a). He established in me a curiosity to reorient many of my prior 

assumptions of the imperatives and processes of the theory and practices of educational 

research and its essential articulation. He called forth responses from me, a well-heeled 

academic, researcher, teacher, author and consultant in complex organisations, most 

especially studies in professional and vocational education in higher education. He 

directed my attention to ways of 'reading' texts that previously seemed unavailable 

within conventional analytical frameworks of empirical inquiry. 

Swapping my single lens spectacles for a multi-focal-lens and sometimes a 

kaleidoscopic lens, a long-drawn-out professional engagement with Garry took place 

that enabled me 'to see as new, things that were always there in front of my eyes, but 

never before in sharp relief' (Brater, 1990, p. 300). He pointed out profoundly different 

ways of thinking about and doing educational research. Working mostly on his own and 

certainly never organised into anything vaguely resembling a movement or a theory, he 

widened my perception to the rich potential for imaginative inquiry that lies in that field 

I refer to as 'the educational theatre of absurdity'. 

The following is a brief account of what I saw during those early days of meeting, 

teaching, talking, cooking and walking with Garry. First, let us look briefly at Garry's 

professional profile. For more that ten years, Garry's role at his university has been to 

facilitate and develop educational processes that enabled Aboriginal stuqents to acquire, 

control and master literacy in specific academic and professional contexts. An integral 

part of Garry's performance involves a development of alliances that enable him to 

maintain a professional position within Academia. In Chapter 1, I talk further about 

Garry's professional role. 

Garry's chosen career path has taken him from policy development and analysis to 

fieldwork. He is, by his own admission a 'lapsed economist' with no formal training in 

education and claims not to have a conventional educational theory for his particular 

mimetic system. I suspect he does have a theory in mind. Practitioners always have 

some sort of theory in mind when they do fieldwork. Even so, Garry's pedagogical 

practice is profound. He is an outstanding educational leader or 'learning facilitator', as 



15 

he prefers to call himself, who admits that he hates reading books and rarely does. Quite 

definitely, as subsequent chapters shall reveal, Garry, the fool, is not a madman at all. 

He only feigns madness. That is his method. Somehow, he is able to liven up and 

parody the static organisational text in a way that invites participation from those who 

occupy this space betwixt and between the marginalised and the mainstream, namely, 

his colleagues and students. Garry's playfulness invites participation and his colleagues 

and students love to join in the play. His mind is sharp and alert, ready to strike when 

you least expect. Sometimes he changes his colour like a chameleon. When you least 

suspect it, he will strike forth with his body in one seemingly perfect movement and 

catch you unawares. Gany explains it thus: 

When I ·work I don't want to be read clearly. I want to be inconsistent. In a way I 

am like a chameleon and have developed the capacity to change my skin colour 

very slowly so no one notices. I blend in the shadows and strike forth with my 

tongue when people less suspect. I take on a different persona depending on the 

need at the time. (Garry, 2000) 

Garry also manages to engage those in the 'mainstream', as he calls it, including other 

students, lecturers, policy makers and those in the Academy. In doing so, he maintains a 

link to that which transcends mundane life, thus extending the people's boundaries to 

the infinite. He invites others to collude in performance in 'the theatre of absurdity' and, 

in doing so, explores his own boundaries and the boundaries of others as well. He 

accommodates the needs of the moment, particularly the shifting reality of the students. 

On many occasions in recent years, Garry has been nominated for the Vice Chancellor's 

award for excellence in teaching. However, unable to convince the members of the 

Academy to convert the nomination to a group award that also acknowledges the 

combined efforts of his colleagues, he has declined this nomination. Even so, it is not 

always plain sailing for actors in 'the theatre of absurdity'. Some people think that he is a 

nuisance, a bit of a troublemaker. For example, at a recent meeting to discuss 

forthcoming research grant submissions, Garry told me that a senior member of the 

Academy sidled up to him and said: 'We have no place for "your" kind of work at this 

University.' On another occasion, a colleague suggested: 'Why don't you go and get a 

"real" job?' 
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During one of our early conversations I asked Garry why he chose to inhabit the space 

at the edges or margins between two opposing worlds. Standing up, wringing his hands 

and feigning apology, he gestured dryly: 

Er, excuse me madam! I am from the Aboriginal Education Centre, but I am not an 

Aboriginal. I am a mixture of Lithuanian, Chernobel country, Romania and Russia 

who took refuge in the Goebbels of Glasgow prior to coming to Australia. Now I 

don't think being in the Aboriginal Centre I can ever be one of the Academy. I 

think I could be one of academia, but they won't have me and neither do I want to 

be in there. Also, I can associate with those objectified marginal groups, but I 

cannot and never [ emphasis on this word] can be one of them. I have to maintain 

myself out here at the edges. Out here is [there are] possibilities. I am hanging 

around out here and getting more attention in this space. I am more focussed and 

effective in this space and I enjoy that space. (Garry, 2000) 

Being myself of white middle class background with a mixture of Anglo-Celtic 

ancestry, also via the Goebbles of Glasgow, this response from Garry was one of many 

disconcerting moments throughout our professional relationship. He always cut right to 

the core of my comfortable epistemologies. To borrow a turn of phrase from James 

Agee and Walker Evans' (1988, p. 163, cited in Lather, 1994a, p . 42) he interrupted my 

'self indulgent, confessional narratives of middle class seeing' . Yet there was never a 

hint of mockery or sarcasm. That was not his style. I might have dismissed some of his 

theatre antics merely as light-hearted folly; or, there even seemed to be some danger 

that the two of us might become entwined in a dual marginalised exercise, had it not 

been for the fact that intuitively there was something profound about Garry's practice 

that could be harvested and harnessed. Quite clearly there seemed to be some kind of 

aesthetic, ethical and yet productive .critical practice happening. The critical practice 

was never curtained off. There was definitely no illusion. 
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When I asked Gany what life was like working at the edges in the spaces between the 

two worlds, the mainstream and the marginalised, he made the following remark: 

Life on the margins is like Alice' s2 curious croquet game. Everything is shifting all 

the time. I have got to put the balls [hedgehogs J through the hoop, but the hoop 

moves-it gets up and walks away. The flamingo, which is the croquet mallet, 

doesn' t conform all the time, either, and so you have got somebody who is trying 

to use something that is not quite the thing and they're hitting this thing that moves 

and they are hitting it at a target that is being moved randomly. So each thing has 

got an independent mind of its own. And it doesn't have 'mutual intent' . 

Hedgehogs are not there to be beaten around as croquet balls. As for flamingoes

what's the benefit for a flamingo having its head used to belt a hedgehog? Even the 

croquet hoops get up and walk around, too. And that's the bias of evaluation. 'You 

didn' t get enough hoops or goals' . And nobody wants to be playing this game and 

then the Queen comes along and says: ' It will be all off with your heads' or 

whatever, ' if you don' t play croquet' . And this is the playing field we are in. 

There's no mutual intent. (Garry, 2000) 

When I first met Garry he did not look much like an artist-a designer and maker in 

wood, an intellectual of astonishing proportions, an excellent vegetarian cook or a 

passionate Australian Football League supporter. Nor, at first appearance, did there 

appear to be any outward sign of his paralysing, self lacerating anger mixed with rib

tickling, slap-stick humour of the kind the reader might recall in those wonderful 

Saturday afternoon movie matinee episodes of The Three Stooges. Once, when I asked 

him why he integrated humour into his performance repertoire, he commented: 'I see 

myself as a magician, a Merlin. I want to bring out the magic in people to enable them 

to reach their full potential. ' (Gany, 1999) 

Physically, Gany is of average height, quite slight with not much hair and a trimmed 

beard. However, the tidiness is only a recent trend following a visit to a 'good' barber 

2 This passage is Garry's own interpretation of 'The Queen's Croquet Ground' in Lewis Carroll's Alice's 
Adventures in Wonderland(circa 1955, pp.105-117). 
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during a trip to Israel. Photographs of Garry in earlier days working in Papua New 

Guinea and the Aboriginal camps in the Northern Territory of Australia feature him 

with hair and beard both long, bushy and unruly. Many a colleague or bureaucrat must 

have recoiled in fear at the sight of Garry coming in to town, as he sometimes did, 

straight from working with the Aboriginal men in the squatter camps, perspiring, dusty, 

circling and eyeballing the bureaucrat across the room, with bright blue eyes in a dirty 

face. 

As for his clothes, he often had that dishevelled appearance, that look one might 

imagine of an artist at work at his easel in his studio. Despite protests from his partner 

and young adult son, he constantly wore a hounds-tooth-check fedora hat just like my 

own octogenarian father wore throughout the latter years of his life. It was permanently 

fixed to his head. He wore it to football matches, to meetings, to dinner with friends and 

whilst on walks. One winter he lived in an overgrown, fading, fraying pink sweatshirt 

that might have moulded itself to his frame except that he kept losing weight that year. 

The shirt simply got baggier and baggier until it hung below his knees. I sometimes 

wondered if Garry's lack of conformity to dress was in any way a deliberate attempt to 

call attention to himself, just as one might do by dressing elegantly. Perhaps, he just 

wanted to forget his appearance. 

His voice was decidedly quiet, except of course when he was performing on stage in 

'the educational theatre of absurdity'. Then he could shout or speak with a shrill note in 

his voice as he mimicked the characters he was trying to portray. Ev~n so, he never 

wasted words and never meandered. He was equally comfortable talking about Socrates 

and Menos as he was about reliving last weekend's football game. Sheer energy of 

imagination lay behind his discourS'e, matched by physical energy and physical strength. 

He seemed to have bountiful reserves of energy assisted by years of disciplined yoga, 

meditation and a strict vegetarian diet. 

One of the most striking things about Garry, if not the most important, was the language 

he used. He talked 'Garry prose', the fresh and confronting 'language of the larrikin' or 

'the obscene' as he called it. As I interpret it, his unique storytelling style portrayed 

images as fragmented and frozen episodic moments; each idiomatic word or phrase 

seemed to be spoken in quotation marks as though he had a box of flip cards with the 
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captions illuminated. Included in his repertoire were terms and phrases, such as: 'the 

broker always travels alone' ; 'wind blowin on the plantation'; 'walking the road less 

travelled' ; 'I only sell Surf, Omo and Rinso'; 'talkin it up with Ouzo' ; 'thinking around 

constellations of work'; 'knowing the game you are playing'; 'honouring and spinning 

the web of relationships'; 'recognising the patterns of life'; 'valuing the empty space of 

wisdom'; and 'dry-cleaning the intent'. However in my view, it was not so much the 

oddity of the words that resonated with his audience, but as Richard Blaclanur (1952, 

pp. 257-258) in Language as Gesture puts it so eloquently, it was more to do with the 

ways in which he puts those words together-'the music of these special vocabularies 

which was repeated everlastingly so that his statements come out as lyric cries. ' 

Garry's new -language was 'poststructural to the core' as Norman Denzin (1997, p. 26) 

would say, 'personal, emotional, biographically specific, and minimalist in its use of 

theoretical terms', a language that allows ordinary people to speak out and to articulate 

the interpretive theories that they use to make sense of their lives-an interactive 

language that moves back and forth between lived experience and the cultural texts that 

describe that experience. 

Garry's gestures were also most memorable. It was not so much his facial expression or 

the way he moved that was particularly out of the ordinary, but rather the manner of his 

actions and his intent. It seemed to me to be a method in itself, so that 'this particular 

way of behaving' or 'that particular way of seeing' things, for example, would be 

displayed to the audience. He seemed to be displaying, showing, pointing to a technique 

of creating a thought. Hence, Garry's repertoire in 'the theatre of absurdity' I came to see 

as a 'showing thing'-a gestural, embodied performance, an ethical, productive, critical 

practice that employed certain techniques: the quirky little backyard narratives of life; 

the ability to connect people with these stories or episodes that were segmented and 

recounted bit by bit; the 'in-your-face' language of the larrikin combined with 

extravagant gestures, the 'hallway stomping' and tabletop waltzes; the antics that issued 

invitations to his audience to participate so that they might ' see the absurdity of things'; 

the capacity to lead out and 're-energise relationship spaces' ; and, finally, the uncanny 

ability to combine seemingly disparate ingredients into one pot to make unforgettable 

mixtures. In subsequent chapters I present many of these performance anecdotes. In 

Garry's (2001) own words, 'the effect of deliberately putting something up to people, 
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rendering something explicit and simultaneously interrupting it and making the familiar 

seem strange is designed to engage people and make them move beyond the familiar old 

spaces of their thinking, to get outside existing models'. But as Garry is most adamant, 

'.it was never about abuse.' 

Let us now turn to two Plays from 'the theatre of absurdity' narrated by Garry himself. 

Whilst the plays are connected in some way, their connection is not obvious because the 

focus of 'the theatre of absurd' is 'to deal with the moment-to look for the teachable 

moment. The "theatre of the absurd'' is not a theatre of events in sequence' (Garry, 

2002). In subsequent chapters I bring to you many of Garry's stories and .excerpts from 

his theatrical performances, because that is the way he communicates. He is a 

storyteller, just like his own father was. In this section, The Challenge, I have 

incorporated two stories and given them the titles: How Garry Entertained the Office 

Staff at the 'Leprosy Morning Tea' and Making Rude Gestures at the 'Pavlova Lunch '. 

As with all the Plays, which I will introduce in subsequent chapters, I will recreate, in 

part, a fictitious reconstruction of Garry's narrative. I do this deliberately 'to school the 

urgency of reading' (Blackmur, 1952, p. 260). However, the words are Garry's own 

words; only the circumstances and the times are changed, and one or two proper names. 

For reasons that I explain in Chapter 1 and in more detail in Chapter 7, I have chosen in 

th.is study a non-traditional writing genre in the form of performance narrative or socio

drama, what is sometimes referred to as 'creative non-fiction' (Atkinson, 1992) or 

'realist fiction' (Kondo, 1990) as a method for gathering, analysing, interpreting and 

presenting the rich qualitative data. 

In the following Plays, two interlocutors, Garry the Gargantua of the study and myself 

the researcher, are engaged in conversation either seated around the kitchen table or out 

on the verandah at his place or mine. As with all the Plays I have written in this 

dissertation, my voice is heard as an interlocutor, not as a commentator or analyst 

(Atkinson, 1990, 1992). The researcher is never outside the 'play' because there is no 

objectivity. As usual, the audio-tape is switched on. 

Drawing on the suggestion of the organisational ethnographer, John Van Maanen 

(1988), in Tales of the Field, I feel compelled at th.is stage to resist any attempt to 
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predict how the reader might interpret and analyse these readings. Instead, as Van 

Maanen (1988) advocates, I invite the reader to take a ringside seat beside me and, as 

far as possible, to try to see, hear and feel the experience of the actors and audience in 

Garry's theatre. However, in order to do this, it will be necessary for the reader to 

accept the tension of the unfamiliar, uncomfortable, complex and ambivalent realities. I 

see tension not as a negative condition but as a creative process. I ask you, the reader, to 

bear with the contradictions that might arise, to let your habitually objectifying voices 

be still and to listen to a critical fiction that might enter into the Play's action or 

performance (Whitaker, 1977). 

Play: How Garry Entertained the Office Staff at the 'Leprosy Morning 

Tea' 

Setting: The scene as Garry describes it to me, the researcher, is set in an upstairs 

office in a Government Building in the corner of the Smith Street Mall in Darwin, 

Northern Territory, Australia. Garry and the Aboriginal men have come in to town from 

the squatter camps. They have important business to do. They have not washed for days. 

It is hot out there. There is no running water in the camps. 

GARRY [to the RESEARCHER]: I will tell you a story about the Leprosy Morning 

Tea. Jono, one of the Aboriginal men, is covered in leprosy sores. Untreated. Living in 

the camp. He is the guy whose wood (hand) carving is next to my stereo. He is the guy 

who came into my house and sat down at the table; and my son, Simon aged three at the 

time, said: 'You have got sores.' He said: 'Yeh, I have got leprosy sickness.' And they 

sat down and they ate fruit together at the table in my dining ro_om and that didn't affect 

this young kid. He still remembers and talks about Jono. It was a peak experience. He 

didn't get infected. He got affected! It was a very effective way of saying, 'Hey there 

are other people on this earth.' Anyway, my son experienced Jono as someone who had 

a sickness but who had a warm communicative whatever. I mean his fingers-bits of 

bone sticking out. Feet are the same. It was a really rewarding and rich experience for 

that kid. 
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GARRY [resuming his story]: Anyway, I am with the boys, Jono and the guys from the 

camps, and I take them up into the government office in Darwin. Michael, one of Jeno's 

brothers, has got lice jumping off his head. Up to the top floor. Uninvited. And I know 

that morning tea is being served-'Iced-Vovos' [biscuits] on a tea tray. 

GARRY [he gets up, mimicking the role of host. He looks around at the entire group]: I 

said: 'Have some morning tea, guys' . And there are all these people in the Policy 

Division, i.e. women in particular, all dressed and bathed in Yves Saint Laurent, who 

have never come close to an Aboriginal person other than to drive off in the opposite 

direction. They have never come close to anything to do with leprosy. Active leprosy. 

And they're about to have 'Iced-Vovos' for morning tea, and I think there is a 

lamington cake or something, and the guys from the camps appear. You can smell them 

coming. It is hot out there. The guys just devour the ' Iced-Vovos' and drink tea from the 

office tea cups. Of course the office workers decline to eat and drink. [71ze Aboriginal 

men then exit stage right with stomachs full of 1ced Vovos ' and cake washed down with 

sweet tea served in policy cups]. 

GARRY [shrilfy] : And I said to the office workers: 'But these are the people you are 

making policy about. Welcome! ' But that was actually a shock for those people. They 

could actually see whom they were dealing with. 

RESEARCHER: What did you achieve? 

GARRY [reflecting] : I achieved plenty. Right from the Filing Clerk upwards, people 

were engaged with the players and they could see what they were persisting in. And 

they started asking questions about these guys: 'Why don't they wash?' 'What's wrong 

with his sores?' 'Aren't we doing something about it?' You see these guys were now 

being sent all the way down to Katherine from Darwin for treatment. And then, they 

picture this person going down on stumps to Katherine! I wanted to engage them with 

the reality of the people they were making decisions about. 

RESEARCHER: Oh no, I can just picture it! 
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GARRY [ His eyes gleaming, both hands tapping on the table to mimic the footsteps of a 

leper walking on his stumps, all the while shouting with a high pitched shril[J: Dum

dedum-deda-tee-hee-hee-tee-hee-hee. So people could see the absurdity. They could 

actually picture people going on their stumps, all the way down to Katherine from 

Darwin, several hundred kilometres, down the highway without a wheelchair. 

RESEARCHER: Could they see the humour in that? 

GARRY [ after a pause]: Yeh. But I think that they were affronted to start with, that I 

would bring these people up into a government building, the top floor, and that they 

would be eating off their policy tray. I think these people turned around. This is 'the 

theatre of absurdity' with the people realising the absurdity. This is my playing space. I 

am dancing in the void continuously. [He slowly works his way out of the room]. 

RESEARCHER [she gets up, goes to the kitchen to make a vegetable stir-fry for lunch]. 

Parodying the cliches of mediocrity in the light of absurdity 

As with all the Plays I have written in this dissertation, the above Play raises many 

issues and introduces many themes that have particular relevance in this study. These 

will be teased out and dealt with in future chapters. I now draw on the Play The Leprosy 

Morning Tea to introduce a convention that Garry himself introduced to me, namely 'the 

theatre of absurdity'-a phrase Garry frequently uses to convey his own_ particular style 

of theatre. For Garry, 'the theatre of absurdity' is an 'anti-stuckness' device as he calls it, 

for 'parodying the cliches of mediocrity'. He describes this 'absurdist' convention in the 

following way: 

The theatre of absurdity is the theatre of relationships. It is a spike that is rich and 

uncomfortable. [It] drives the process of, or energises the relationships-this and 

that, not either-or. People see themselves in the grotesque and [also] how it [the 

conventional method] limits them. Also [it] shows their human commonality and 

yet their differences and the potential for mutual benefit from joining, accepting, 

co-existing and, where possible, sharing or using the difference. It is not about 



destroying. It is this and that operating simultaneously. People get to engage and 

see their potential and finish with working to what could be for them. (Garry, 2000) 

The 'theatre of absurdity' 
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Garry's commentary about 'the theatre of absurdity' bears a remarkable similarity to 

those 'absurdist' traditions of playwrights such as Samuel Beckett, and to a large extent 

Bertolt Brecht (Esslin, 1980). Martin Esslin was one of the first theorists to coin the 

term 'theatre of the absurd'. For Esslin (1961, 1968), it was intended as a working 

hypothesis in order to highlight a convention basically different from the predictability 

of the dramatic illusionary theatre of the time. In contrast to the conventional 'theatre of 

illusion' which Esslin (1961, p. 6) describes as a theatre of 'events in sequence', the 

'theatre of the absurd' uses quite different methods. First, it rejects any argument about 

the absurdity of the human condition; it merely presents the existence of the absurd in 

concrete stage images. Second, since the 'theatre of the absurd' is 'a theatre of 

situations', it uses a language based on patterns of concrete images rather than argument 

or discursive speech. Above all, it is intended to communicate a pattern of poetic images 

(Esslin, p. 352). In Esslin's view, absurdist playwrights such as Beckett and Brecht 

made us think about and read conventional theatre representations in a totally different 

light. 

Similarly, critics like Enoch Brater and Ruby Cohn (1990, p. 295) have addressed the 

important legacy left by absurdist traditions such as the ones mentioned above. Like 

Esslin, these authors argue that the absurdist convention, in contrast to the conventional 

dramatic 'theatre of illusion', shakes up the inattention of the audience. It does this via a 

few carefully chosen techniques: 'the plotless play'; the use of discontinuous dialogue; 

the set empty, but filled with mysterious suggestion; the denouncement that never 

comes; the effects of silence and the tension that builds in a pause; the sheer 

theatricality held by the actor's voice in extended monologues; and finally, the dramatic 

opportunity that lies in standing stock still. Garry, the master performer does just this 

with a few carefully chosen 'absurdist' techniques. However, since Garry by his own 

admission never reads books, it is highly unlikely that he .has ever been introduced to 

the absurdist theorists and their contemporaries. Yet, as we can already begin to see, 



25 

Garry's style of theatre bears a remarkable similarity to 'absurdist' traditions. It seems 

that in the light of absurdity it is possible to 're-read' the monological playscript of 

conventional theatre. 

A private reflection. Might interpretations of educational inquiry, research theory and 

practice also be approached in a different way in the light of absurdity? And if we were 

to look through glasses that are attuned to and, thus, informed by a different form of 

analysis, would it be possible to make sense of Garry's gestic performances? What new 

directions would become possible that are not currently conceivable within the 

conventional narrow analytical framework of empirical inquiry? Furthermore, do I have 

the courage to silence conventional wisdom, let go of my previous ingrained training, 

walk alongside the gesturer and pursue the unknown? This is what I am going to be 

faced with in this 'playing' space. The following Play provides evidence of the risks 

that may be posed if I am to accept the opportunities of playing in an unconventional 

theatre of learning. 

Play: Making Rude Gestures at the 'Pavlova Lunch': How Garry 

Showed us How Precarious Life Can be 'Playing' in the Margins 

Setting: The scene that Garry describes to the researcher is the dining room at Garry's 

own home. Seated at the table are some lecturers from the 'Division of Quantamania ', 

as Garry calls it, located just across the way from the Aboriginal Education Centre at 

the university where Garry works, together with their husbands and partners. Garry 

and his partner Queen Chenako.lee are fussing about setting out finger food, playing the 

roles of host and hostess. Through the side door, Susan, the newly appointed senior 

lecturer in the 'Division of Quantamania ', emerges carrying some dessert on a plate. 

The music, Beethoven 's Symphony No. 5, is playing quietly in the background. 

GARRY [to the researcher, heavily ironical]: I had them over for lunch. I didn't 

particularly want to, but I thought I might as well. Susan, the new lecturer from 

Quantarnania, is obviously already in a buddy-buddy relationship with the colleagues I 

worked with so successfully in a cross-faculty program last year. So I thought I would 

invite all the husbands and everyone else for lunch and call it the so-called non-
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Christmas party. I didn't do all the cooking this time. Instead, I decided to ask them to 

bring something. It was interesting. Everybody brought stuff and, as you know, I have 

got a special diet and one of things I don't eat is sugar. I made a point of asking 

everybody whats/he can and can't eat as well. So, Susan says: 'Allow me, to bring the 

dessert!' 

RESEARCHER: [open eyedj: What did she bring? [She sees Garry smirking]. Don't tell 

me! She didn't? 

GARRY [heartedl.f'J: Pavlova and some sugared whatevers! 

GARRY [resuming his stor.f'J: Anyway, we are all sitting around enjoying lunch, talking 

about something or other and I say something else, something about teaching and 

learning. Anyway I happen to look up at Susan, and there she is at the other end of the 

table· and she's making a rude one finger gesture at me. She gave me THE FINGER! 

She does that a couple of times. And nobody else sees it except me, and then the second 

time she does it Queen Chanakalee sees it, too, and so we make it public that that's what 

she had done. I called out: 'Did you see that?' 'She's making rude gestures at me.' 

Meanwhile my colleagues and the other guests watch, cringing, trying to ignore the 

events that just took place. 

RESEARCHER: Okay. What did you say to her to get her going? 

GARRY [gleaming mischievousl.f'J: I mean I had [Emphasis on this wordj said 

something provocative. Not that I am ever not provocative sometimes, and it was about 

teaching-the subject of conversation-and it was FASCINATING! [Shouting this 

wordj. I mean it was quiet, aggressive, really aggressive underneath, controlling, finger

up-your-arse stuff. 

RESEARCHER: I reckon that gesture says it all. It says, 'Go away!' 

GARRY [.instant-61 : Yeh, it says: 'You're a disturbance.' 

RESEARCHER: So you are on the outer now, aren' t you? 
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GARRY [ without hesitation]: Oh, definitely. It is now time to move on. What my 

previous community development experience tells me-and I know within myself, and 

it is the same with personal relationships-move on. 

GARRY [eager.(n: Oh, yeh! By the way, soon after that episode, one of the lecturers in 

the Faculty of Creativity grabbed me in the lecture theatre. I heard he had been trying to 

track me down to ask me to come and work over there. ' Garry', he called out: 'I invite 

you to return to the stage'. And so on it goes. I accepted his invitation, of course. 

RESEARCHER: It must be lonely out there at the edge sometimes? 

GARRY [distant, re.iecting]: The broker always travels alone. I have no home, but I am 

not lonely. My home is relationships. See ya later. I'm off to buy some figs. [Standing 

up, he puts on his hat and slowly exits stage right On the backcloth appears a 

projection showing the words of Bertolt Brecht's poem titled, 'On the Everyday 

17Jeatre].3 

Actors 

You who perform plays in great houses 

Under false suns and before silent faces 

Look sometimes at 

The theatre whose stage is the street. 

The everyday theatre 

Common, unrewarded with honour, 

But of this earth, living, 

Made from the traffic of men together. 

3 Bertolt Brecht, On the Everyday Theatre(l961. p. 5). 



The theatre of the street .. . 

Unconcerned with what they show 

Save that they themselves are imitating well. 

They have their purposes in mind. 

And in this, great actors that you are, 

Masters of imitation, 

Do not ever lag behind. 

However polished your art 

Do not step too far 

From the everyday theatre, 

The theatre whose stage is the street. 
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Epilogue. [ the house-lights go down, Jbe RESEARCHER preoccupied, re.iecting upon 

what has just occurred, is caught clapping, talking to herself Barely audible]: Suddenly 

I feel an urgency to 'step out' of my 'comfortable epistemologies' and rush down to the 

theatre to audition for a part, so that I, too, might play alongside Garry in the everyday 

theatre of life, 'the educational theatre of absurdity'. [Pausing, contemplating the 

absurdity of such a thought she laments somewhat tentatively, loudljj. I cannot fail to 

feel the reverberations of my own thoughts, for I have never before in my professional 

life felt with such intensity the strangeness of the project that I have just contemplated. 

What I find myself thinking is the 'impossible possibility' of undertaking a reflexive 

exploration or a critical reading of educational research theory, methodology and critical 

practice in the light of absurdity, under the aegis of Garry. Do I dare to utilise Garry's 

philosophy and practice, most particularly the things which Pierre Bourdieu (2000, p. 

34) calls, 'the collective privacy of common experience, beliefs and schemes of 

thought' and the 'unthought' as well? I must be quite mad! Paying attention to 

something that someone calls forth or renders explicit! What madness! How can I put 

aside my prior assumptions and consider such an impossible possibility? How 

thoroughly un-postmodern is that? Besides, what would my colleagues think? Well, 

perhaps they wouldn't mind. Mimesis need not necessarily be a disabling science. 
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RESEARCHER [she pauses, re.iects, smiling w.ry..(n: Not to worry. Even though I 

acknowledge my vulnerability, I'm somewhat comforted by Raymond Williams (1968b, 

p. 153) who said that, ' until the right producer arrives, how precarious the new drama 

can be, [playing] in the old theatres'. [Behind her obscured from new, GARRY appears 

at the window, grinning, eyes gleaming, gesturing. He looks forward, looks back, 

checks the audience's reaction and disappears. The audience's muffled laughter tugs at 

her solitude]. 

RESEARCHER: [she looks up and realises she is now on stage]: Oh no! Another 

dilemma now presents itself. What would be a suitable theoretical and methodological 

framework for thinking through ... ? [She pauses, draws her hands to her face and then 

continues]. And how on earth will I find a legitimate procedure for analysing and 

presenting the rich chaotic data? And what do our representations look like in the 

theatre of the unknown? [ Shrugging her shoulders, she steps down from the proscenium 

stage and beckons to the audience]. Finding myself at a spot on the educational map 

that has for the most part been unchartered, my anxieties are heightened. So too are my 

sensibilities. Even so, I invite you, the audience, to ' step out' and join with Garry and 

me in a collective I/you/we 'play' for three in the dress circle of a new/old theatre. Let 

us not objectify Garry, for he is also part of the action. However, be assured, I anticipate 

it will not be a comfortable ride. Not only is the science of pell-mell in the tradition of 

absurdity somewhat messy and confronting, I shall sometimes add to this discomfort by 

giving you, the audience, plenty of textual space through a process of unfolding 

narrative with few signposts along the way. However, bear with me. This is done 

deliberately to challenge the linear logic of traditional narrative and to disrupt the 

conventions of reading. 

RESEARCHER ( she continues with relish]: This is my goal: to contemplate a 

comprehensive and generative methodology and interpretative base that serves as a rich 

potential to guide my experiment-a reorientation of myself-ourselves as participants

readers and writers of educational research; its assumptions, its modes of representation 

and methods of analysis. 

RESEARCHER [ summing up]: Whilst it is 'as yet' not fully clear or understood what 

shape or form it will take, my belief is that there is another story ·that needs to be told-



30 

an ethical story. [SJie shuffles offstage. In typical Brechtian style, the music, 'Mack the 

Knife~ is heard playing loudly in the background, mixed with some sweet so.fl tune]. 



CHAPTER! 

The Theoretical Context and Purpose of the Study 

Pedagogy, including research learning is in the art-the 'artfulness' of practice and 

process. A fusion of theory, practice and perception for the creation of shared 

meaning and not instruction or teaching or documentation or product. The 

'artfulness' is in the weaving-in weaving the essence of the thing with the 

learning need. Most of the time they [universities] are not about learning. They are 

about spewing information all over the place saying, 'yes we have a quality 

curriculum, quality content'. 'We "Web-Knowledge" you know?' The weaving is 

about coming to grips with the students' learning as the primary thing. My 

commitment is to the student' s learning and being able to demonstrate that 

learning. (Garry)4 
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Monological playscripts and narrow readings in the education 

economy 

Contemporary educational research is narrowly reductionist, thereby limiting the 

questions, modes and spheres of possibility that might arise otherwise arise (Brennan). 5 

A number of recent writers on education have argued that educational research has 

reached an impasse. The dominant discourses and content parameters, that is, the 

theoretical, methodological and analytical discourse of educational description cannot 

change the parameters of research, because it is too narrow in its focus and scope 

(Brew, 2001 ; Harding, 1998; Kemmis, 2001; Lingard, 2001; Young, 1998). Failure to 

explore and learn different research approaches ensures that researchers 

4Gany, e-mail message, 3 August, 1999. 

5 Marie Brennan, personal comment, 10 July, 2002. 
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only see within those conventional lines. Providing that new and different ways of doing 

research remain inaccessible, there is no way for researchers to move beyond the 

familiar spaces of their thinking and new perceptions of educational situations remain 

elusive. Roland Barthes (1970, pp. 22-23), while not commenting on educational 

research specifically, appears to realise these implications when he claims that, 'those 

who do not re-read condemn themselves to read the same story everywhere'. 

The theory and practice of contemporary educational research has taken for granted its 

own identified boundaries and purposes and neglected other realities. Even the more 

fashionable accounts of the begetting of knowledge in new and exciting realms have 

been largely ignored. Within the existing literature, particularly in the qualitative 

research arena, we are seeing an emerging dialogue of competing and overlapping 

perspectives and paradigms, including postpositive critical theory, constructivism and 

participatory inquiry that attempt to throw light on these complex issues. These draw 

attention to alternative critical analytical techniques and ways of reading and writing the 

social text in ways that recognise the multiplicity of perspectives of peoples' realities 

and different ways of presenting knowledge (Game, 1991; Gunew and Yeatman, 1993; 

Haraway, 1988; Harding, 1998; Jipson and Paley, 1997; Lather, 1991a, 1991b, 1994a). 

Regardless of the difference in focus and intent, these critiques are written against the 

positivist, foundational paradigms that do not serve us well in a rapidly changing world. 

Rejecting ' totalising' critiques and objective dualisms, that have hampered a 

revitalisation of social critique, is an appeal to reframe research methodology and 

critical practice, to expand the methodological arena so that new research 

epistemologies/methodologies are generated. 

Broadly speaking, these new theoretical approaches highlight the key issues of 

representation and legitimation (Denzin, 1997; Denzin and Lincoln, 2000). Together, 

they contribute to a serious rethinking of issues, including the search for new validity 

criteria (Corbin, 1990: Lather, 1994a), new researcher-subject relations and positioning 

in the research process (Gitlin, 1994; Reason, 1994), new 'performativities' in education 

and social policy (Ball, 2000), and 'different performativity criteria' (Latour, 1999). In 

addition, there have been many appeals for creative analytical practices that extend the 

range of analytical discourse and the genres of writing (Jipson and Paley, 1997; 

Richardson, 2000), the latter being most prominent in the recent resurgence of the many 
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forms of narrative, such as performance narrative as a mode of research re-presentation 

(Donmoyer and Yennie-Donmoyer, 1995; Feldman, 1995; Richardson, 2000; Van 

Maanen, 1995). Such writers invariably challenge the assumption that scientific 

accounts can accurately and objectively represent the world as it is. Further, these new 

approaches to research highlight the slippery nature of language and the role language 

plays in reality and its effects. 

More expanded and relevant theoretical perspectives and technologies of knowing 

emerge from these new approaches. Yet, it is ironic, that education has not taken up 

these different approaches, preferring to sit comfortably within the parameters of its 

own dominant discourse. This means that educational researchers have become 

confined somewhat ' illiterately' within the realm of empirical reality, which is modelled 

on the familiar, the already made, the previously given- that which is 'too near, too 

clear' (Stevens, 1955), and researchers do not know how to break the code. For 

researchers, access to new forms seems relatively unattainable. 

Traditionally, stringent government policies and research agenda of the day perpetuate 

this problem. As Bob Lingard (2001) has pointed out, the pressure has been for 

educational researchers, wherever they are located in an institutional sense, to do 

research framed by the policy and practical concerns of governments of the day. 

Individual efforts to do educational research differently are largely ignored. This results 

in a disincentive for educational researchers to produce new methodologies for research. 

'Performativity' (Lyotard, 1984), the imperative of efficiency, commercialisation and 

production, drives the contemporary surge of writings in educational research theory 

and practice. Consequently, researchers are left to balance many conflicting interests; 

each has been vested in order to survive in this climate and to account for practice. The 

conception of 'educational leadership' within the context of 'organisational learning' 

(Argyris, 1999; Hitt, 1995; Lakomski, 1998), for example, is read as a genre of policy 

which implies a convention of function, commodity, efficiency, output and labour 

market reform. In reality, these are merely the recycling of old ways disguised as 

something new. All this is a ' con', since there is the illusion that we are doing 

something worthwhile. But are we? Who or what really benefits? And who is excluded 

and harmed by the drive for efficiency? Often this results in non-authentic and unethical 
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practices on the part of researchers that lead to what Garry refers to as the 'dishonouring 

of relationships', as well as the loss of much creativity, imagination, generative energy 

and meaningful human endeavour. Whilst the effect of the economic models is 

inescapable, it does nevertheless present a restricted view of the nature of research 

(Brew, 2001, p. 110), so welcome to the conventional 'educational theatre of illusion'. 

This dichotomy presents an educational dilemma. Kenneth Burke (1945) in A Grammar 

of Motives indicates the problem and price we have paid. Written more than half a 

century ago, his comments encapsulate the problems that still exist today. 'Much 

research is truncated', he writes, 'narrowed to a naturalistic circumference, 

"monographically" selected and made in a monologue that takes up the entire universe 

of discourse.' Accordingly, 'the reader is prone to take up this as a statement, covering 

the essentials of the entire field' (p. 89). Furthermore, he argues, such narrow 

conceptualisation foregrounds the insufficiencies of language such that we become 

locked into patterns of thought that consolidate and legitimate the same. According to 

Burke, there are various circumferences to select when choosing our methods of 

inquiry. Yet researchers ignore them. We must expand the scope of our circumference 

so that we learn to read not in terms of 'perfection' or 'finishedness' (p. 483 ), but instead 

in terms of 'partially' or 'unfinishedness' (p. 83). He asks: 'Must there always follow a 

deterioration of quality?' 

Contemporary education has also paid a price by tolerating and even encouraging the 

monographically selected playscript that Burke (1945) so aptly describes above. By 

borrowing from the field of business management, for example, education ensures that 

narrow circumferences and readings are perpetuated. Researchers, by not moving 

beyond the safe boundaries of their familiar practices and theoretical perspectives, 

become simply artisans, in other words, masters of their craft, experts at copying from 

blueprints and recycling at the expense of exploring diverse and disparate fields of 

knowledge. Uncertainty, unknowing, 'unfinishedness' and 'mistaking' (Gorfain, 1986) 

is thought of as a lack. The following Play expands for us some of the implications of 

following this narrow line of inquiry. 
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Play: The Samurai and the Sword. How Garry Shows bis 'Artfulness' 

in 'The Theatre of Absurdity' 

Setting: The scene is in the lounge room at Garry's house, which is located at the 

boundary of the University where Garry works. Not even a fence divides the space 

between the two. The two interlocutors, Garry and the researcher, are comfortably 

seated by a burning fire. To match the change in Garry's mood from that of trickster to 

mentor/mediator, the dulcet tones of Antonio Vivaldi 's 'Winter ' from the 'Four 

Seasons ' can be heard playing on a radio program in the kitchen. The family cat, the 

household manager, is curled up in front of the fireplace. 

RESEARCHER [to GARRY]: Thanks for that terrific e-mail you sent about pedagogy 

and the 'artfulness' of practice and process. What's-his-name, that literary theorist 

bloke, Umberco Eco, once remarked that researchers are not good artisans. He reckons 

that's because we study the topic, not the craft. [In the background, the deep voice of the 

radio host responds to a caller with mocking laughter]. 

GARRY [he gets up, walks stupidly around in big circles, feigning big farts, shouting]: 

ARTISTS, NOT ARTISANS! ARTISTS! [He looks across to the audience, checking 

that he has made himself observed]. 

RESEARCHER [boldly, despite all the strangeness and detachment]: I don't get what 

you mean! 

GARRY [directly, instructing]: Look, there are two parts to this. I can be an artisan or 

an ARTIST. For me the thought of being an artisan or having·craft competence makes 

me ill. Let me tell you a story to shqw what I mean'. [He sits stock still, his blue eyes 

staring, not noticing the resident possum that has emerged from her sleeping place in 

the wall cavity and is now edging her way down to the fruit bowl in the kitchen] . Every 

time I sharpen a chisel I am in awe. Not in awe that I can do it, but in awe at the point 

when it becomes not a chisel but becomes part of my hand and my arm. And it is at the 

point where the chisel becomes part of my hand and my arm that I have not a tool. 

It is not a tool. It is part of me. And that means 'becoming'. And it is there in a 

reservoir of practice of excellence in sharpening, and using and knowing which 
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chisel, which way to hold, which way to perform .. . [His voice fades; he stands up, 

shows the movement with the kitchen knife and steel, head tilted, listening for the 

familiar ringing sound, all the while checking the verdict of the audience. Possum 

scuttles back to her hiding place]. Is that right? Is that how you see it? Now do you see? 

RESEARCHER: Yep! [An advertising jingle for laser sight reconstruction is heard on 

the radio]: Hah-hah, she thinks she sees, she thinks she does, she thinks she does. Hah

ha [Thejinglefades out]. 

GARRY [resuming his story, confidently, changing the tone of his voice to that of a 

mentor delivers the story's moral]: Sharpening a chisel and using a chisel can be a 

meditation. Or sharpening and using some of these other things we are talking about

stories or whatever-it is like a meditation, a process, it is 'part of, it is 'part of you'. 

So it is not contrived, and it is the point where it is not under control and you !mow for 

yourself probably the day that you were doing embroidery or painting a landscape and it 

was a meditation. [He turns to the audience to check for approval, gesturing with open 

hands]. 

RESEARCHER: Yeh, I get that when I work with beautiful fabric. 

GARRY [he gets up, walks across the room, picks up the beautiful hand carved wooden 

walking stick leaning next to the door, turns to his audience, speaks directly] : I 

remember the day when I picked up a plane and I flattened my first piece of timber. I'd 

been struggling with it. I even thought about discontinuing my woodwork course at the 

School of Art, and something . .. [He pauses, searching for the words]. And I thought it 

through and I could actually picture myself, while I was on Stradbroke Island on a 

holiday, planing a piece of wood flat and the whole process [His voice fades] .. . and it 

started to become a whole part of me, part of my hand, and I walked back into that 

workshop. I picked up the thing [the plane], and, whew, there it was. 

GARRY [pacing up and down slowly, with the walking stick in his hand, contemplating 

how he might further show his point]: Now I've taught people since to plane wood and 

it's somehow [he pauses, searching for an example]. Like with the Samurai. They teach 

their pupils and they send them away into the community.· They've taught them 
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everything that they can. Then they come back. And it's not until they forget the skill, 

that they practice and live it, that they actually [He searches for the words] that a sword 

becomes part of their ann, a chisel becomes part of your arm or the embroidery ... And 

it is at THAT point. .. [He pauses and glances eagerly towards the researcher, 

observing himself being observed, checking the effect of his performance, gesturing, 

eliciting a response]. Isn't it like that? 

RESEARCHER: Yes. I'm beginning to see the connection. But go on. Tell me what this 

has all got to do with teaching and learning and doing research? 

GARRY [he goes to the window and shouts]: It's like at the University. THEY DON'T 

LOOK AT THE ART. They don't look at the process of learning and the process of 

education. What they are looking at is products, or skills. We're going beyond that, 

beyond skills. I'm not talking about 'unconsciously unskilled'. I'm not talking about 

'unconsciously skilled' either. I am talking about well beyond that, where this is now 

part of you, and it does come through practice and activity and commitment to that 

activity. 

RESEARCHER: So you, as an educator-researcher, can practise these artful methods? 

GARRY [very confidently]: Have to. Because otherwise I become the artisan! 

RESEARCHER: It's absolutely spooky that you should mention artisans and artists and 

the difference between the two. I've just been reading a passage ·written by the 

ethnographer, Harry Wolcott (1995). He talks about the need for researchers to become 

artists, not artisans. Similar sort of stuff to what you are saying here. And Yvonna 

Lincolnand Norman Denzin in the latest edition of the Handbook of Qualitative 

Research (2000), talk about the need for researchers to become bricoleurs and artists, to 

behave like bricoleurs by mixing up multi-methods but to pursue our representations 

artfully. [She pauses, searches for another example]. And . . . and that writer, Pierre 

Bourdieu (2000), he reckons researchers need not just talk about art, but live the part of 

the artist! Oh, and there was that playwright Bertolt Brecht who wrote that 'only a new 

purpose can lead to a new art. The new purpose is called pedagogics' (1964, p . 30). 
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GARRY [he stands up]: You read too much. Tell me a story. I'm going off for a session. 

[He goes to his room to do his yoga and meditation]. 

Epilogue: A power-point slide is projected onto the rear wall of the house. The 

researcher turns around and fixes her gaze at the bold text. She realises that this is not 

just an illusion, that Garry is showing more about his character than lies in the part. 

She nods her head approvingly and with a wry smile, turns off the tape recorder and 

exits stage left. Possum appears from her hole once again, bathed in light, blinking, 

surrounded by text (See Figure 1.1) 

[The projection disappears] . 



Figure 1.1. Possum bears witness to the tale. 

He may reply . .. 

Whose stage is the street. 

If your theatre is less 

Meaningful than his, 

Ifhe touches less 

Deeply the lies of those who watch, 

If its reasons 

Are less, 

Or its usefulness'.6 

6 Bertolt Brecht's poem, On the Everyday Theatre (1961, pp. 5-9). 

39 
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This piece provides some important messages for doing educational research 

differently. Pursuing research from the position of 'artisan' or 'artist' presents two 

entirely different approaches. In order to avoid being merely 'artisans', researchers will 

need to practice their new 'artful methods' so that research becomes automatic, a part of 

everyday life. It is not contrived. Such learning will not come about simply by reading 

an instruction manual or following someone else's framework, but instead, as Garry, 

suggests 'by learning to weave the theory and practice of our work more creatively, 

more artistically'. The message here is that, like Garry's anecdote, research has to 

become part of us, a natural extension of our hand, an expression of ourselves and not 

merely a decorative external representation, otherwise our methods of data collection, 

our questionnaires, for example, determine what we want to find out. In effect, the 

above dramatic piece urges us to become researchers wherever we go and to understand 

that the 'recognised' tools and models we construct are not an end in themselves, 

merely something we find to fit the task or account for practice. Instead, we need to 

'evolve' our processes and tools rather than 'constipate the process', as Garry would say, 

'with the old accepted diet'. The constant recycling of accepted conventional ways of 

doing research are open to -critical questioning. 

Saving the fiction: Researchers learning to re-read and re-write 

epistemological rituals? 

A new dialogical, participatory model of educational research needs to be evolved, an 

ethical research practice, as Garry (2001) calls it 'that connects people together with the 

intention of mutual benefit and cultural integrity', one that 'seeks to produce narratives 

that honour relationships'. This needs to be a tentative model that benefits all members 

of society, not just the educational research community. It is Garry's world in which I 

too, want to live and work and it is his type of professional practice for which I yearn. 

New research agenda and more appropriate critical practices are needed to extend the 

scope of our theoretical, interpretative and analytical practices, not just to theorise but to 

practise them and enable researchers to become 'artistic'. In support of this claim, 

Stephen Kemmis (2001) argues that more research is needed that focuses not just on 

disciplines within education, such as psychology and sociology, but also with informing 
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the theory-practice side of educational research in general. Most definitely, we need 

new kinds of research that expand existing frameworks of knowledge and make 

available other ways of knowing. In Angela Brew's (2001, p. 110) terms, 'we need 

further research neglected in economic rational models; ideas, insights, learning about 

ourselves, and about the phenomena of investigation including the development of 

skills.' What is also needed is a change of language and a different outlook on the part 

of researchers (Bourdieu, 2000) as well as new social 'imaginaries' with which to think 

and talk of these new forms or concepts (Castoriadis, 1987, 1997). 

Keeping an open dialogue about different research epistemologies/methodologies has 

direct relevance for the study of the theory and practice of educational research. Gaining 

access to alternative methodologies for a different approach to educational research can 

help us to question and move past certain conventional assumptions that close down the 

range of new possibilities, new histories and the space of other theoretical and 

methodological possibilities. But what are the alternatives? How is a critical discourse 

to respond to the challenges imposed by the narrow monological playscript of 'the 

educational theatre of illusion', a playscript that seems relatively inaccessible for those 

of us who do research, particularly for researchers, like myself, who teach and conduct 

research in educational and organisational settings. What are the possibilities for a new 

discourse? Can the ' imaginary' that I have called 'the educational theatre of absurdity' 

become one possible field of action? Garry's performance says that it can. 

Without presuming to know the answer, I propose that one chance of saving the fiction, 

of moving the discourse of educational research forward and establishing new practices 

in educational research resides with researchers themselves learning to re-read and re

write epistemological rituals. An expanding literature is in favour of researchers 

themselves becoming part of inventing and sharing their stories of analysis and 

complexity as they themselves experience it in practice and in areas where new 

inventions flourish; let them shift the focus of their inquiries to how things might 

become instead of how it is. Stephen Kemmis (2001) asserts that new critical agenda are 

urgently needed, agenda that are not just driven by policy makers, but also by 

researcher-practitioners themselves, professionals and students m complex 
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organisations, institutions of teaching and of research. Indeed, Marie Brennan (2002) 7 

has argued that educational researchers must fight back, and we can. For this to happen, 

she argues, educational researchers will need to become better at ethical analysis and 

textual analysis, localising serious dialogue and ethical purposes with a sense of the 

centralised, but not being bound by it. 

Researchers in general, including researchers working in Australian Universities who 

teach and conduct research in educational and organisational settings, are rarely asked 

to contribute to open dialogues on different approaches to educational research. This is 

an oversight, since academic researchers engaged in natural and social scientific 

research are the people who can, and do, make important contributions in this area. 

Researchers, too, need to be part of the educational research policy-making agenda, 

since they are the ones who affect the hearts, minds, and souls of future generations. 

The problem of change: limitations of the empiricist project 

Every research act exists in a social, political and intellectual milieu. In order to 

contextualise the study conceptually and theoretically, the following section examines 

briefly some of the critical issues that impact on conceptions of knowledge, issues that I 

believe to be pertinent to reframing research theory and practice. 

What defines our theoretical and conceptual boundaries and why is the current 

empiricist project a flawed and inadequate model? There are several things wrong with 

the current empiricist project. Broadly, a narrow epistemological imperative drives and 

orients the empiricist conceptions in western thought at least in a system that is 

extremely efficient and powerful in locating and defining familiar phenomena that are 

visible as things, entities, objects, 'stuff', merely the hurrying of materials (Whitehead, 

1932). 

7 
Marie Brennan. Keynote Address, Education and Innovation Series Seminar. University of Canberra, 10 

July, 2002. 
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Alfred-North Whitehead (1932) described these as simple location and presence. In 

other words, the act of locating is a pre-established homogenising system of 

classification that assumes that something or someone is ' simply where it is in a finite 

region and space' (Whitehead, 1932) and that the concept of presence is simply that 

something or someone is either there or is not there (Merleau-Ponty, 1968). These are 

narrow perceptions indeed. Thus, more often than not our theories 'stand in advance', a

priori of practice. The two are separated from each other, instead of coexisting with one 

another, as recent authorities have argued (Blau, 1982; Deleuze, 1995; Foucault, 1972, 

1977; Kondo, 1990). 

Whitehead (1932) expresses this view in the following quotation. Although written 

almost seventy years ago, the same argument still dominates the educational landscape. 

He wrote that: 

There persists ... the fixed scientific cosmology, which pre-supposes the ultimate 

fact of an irreducible brute matter, or material, spread throughout space in a flux of 

configurations. In itself such a material is senseless, valueless, purposeless. It just 

does what it does do, following a fixed routine imposed by external relations, 

which do not spring from the nature of its being. But when we pass the abstraction, 

either by more subtle employment of our senses, or ,by the request for meanings 

and for coherence of thoughts, the scheme breaks down at once. The narrow 

efficiency of the scheme was the very cause of its supreme methodological success, 

for it directed attention to just those groups of facts which, in the state of 

knowledge then existing, required investigation. (Whitehead, 1932, p. 22) 

This static objective system of knowledge that Whitehead spoke of all those years ago 

still prevails. As Kenneth Gergen and Tojo Thatchenkery (1996) rightly point out, this 

static view of the modernist project continues to pervade every aspect of our lives, 

including its major forms of research, its theoretical commitments and its practices 

within our education systems and working lives, resulting in the loss of much creativity, 

potential, generative energy and meaningful human action. Many contemporary social 

critiques are beginning to acknowledge the limitations of this narrow conceptualisation 

and the inherent inadequacies of a language of the 'familiar-like', such as presence and 

simple location. In response there are calls for renewed research and critical practice 
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that consider the conceptualisation and language made possible precisely because of 

what is not ' simply located', not present and even what is unthought (Britzman, 1997; 

Bryson, 1983; Jose, 1998; Merleau-Ponty, 1968; Rajchman, 1991). 

It follows that the institutions of teaching and of research are seeing places with 

dazzling stage lights that illuminate certain messages, signs and objects, whilst at the 

some time obscuring and obliterating others. As Michel Serres (1997, p. 165) puts it, 

knowledge theorists have become expert 'with aiming a luminous, quasi-punctual beam, 

as fine as a laser, at details, in favour of singularities, closure, specificity, disseminated 

fragmentation'. Only one focus, ' always the same.' ' This thing or that thing, yet another 

thing is considered to be something else' (Foucault, 1982). 

At the University where Garry works, for example, as in many institutions and 

organisations of teaching and of research, the discourses of research, management and 

institutional life are built on a weak, transparent and static knowledge base, confined to 

the parameters of its own discourse. These are described in separate and self-contained 

binary oppositions, such as inside/outside, part/whole, presence/absence, subjectivism/ 

objectivism, wholism/individualism (Babcock, 1978; Bourdieu, 2000; Cooper, 1998; 

Lewontin, 1994; Wilber, 1999; Williams, 1997), dominated by technologies of 

production or 'performativity' (Lyotard, 1984). Garry exposes the shortcomings of this 

dualistic thinking in the following way: 

By nature, universities focus on the sharp point and that becomes their study, their 

focus. That is meaningless. Most of the methods used are degenerative, so-called 

scientific methods set up to prove they are right. The binaries are tenacious in the 

theatre of illusion. (Garry)8 

Within this narrow frame, as briefly stated earlier, a 'performativity' (Lyotard, 1984) 

imperative of commodification, production and re-commercialisation drives and orients 

educational research theory and practice (Ball, 2000; Blau, 1992; Kemmis, 2001 ; 

8 Garry, personal e-mail message, 3 March, 2001. 
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Latour, 1999, Serres, 1997). The institutions of teaching and/or research are even 

rewarded for 'performativity' criteria of this nature. "Researchers are re rewarded for the 

insanity of conforming' (Garry, 2001). For Jean-Francois Lyotard (1984), 

'performativity' of this kind is a symptom of the postmodern condition. Quoting 

Lyotard, Stephen Ball (2000) has captured this sentiment in the following way: 

Perfonnativity is a technology, a culture and a mode of regulation, or a system of 

'terror' that employs judgements, comparisons and displays as means of control, 

attrition and change. The perfonnances of individual subjects or organizations 

serve as measures of productivity or output, or displays of "quality', or moments of 

production of inspection. They stand for, encapsulate or represent the worth, 

quality or value of an individual or organization within a field of judgement. An 

equation between wealth, efficiency, and truth is thus established. (Lyotard, 1984, 

p, 46, cited in Ball, 2000, p. 1) 

According to Ball (2000), individuals in organisations, such as schools and universities, 

are increasingly pressured to be accountable and to meet the rigours of 'performativity' 

of the kind described above; they learn to produce 'fabrications' in order to satisfy the 

market. Further, as Ball points out, within the narrow duality of accountability and 

enterprise in higher education, tension is 'played out' through performance management, 

quality assurance and research quanta, and productivity agreements arising from 

enterprise bargaining. What follows is a form of 'academic schizophrenia' (Blackmore 

and Sachs, 1997, cited in Ball, 2000, p. 6) that results in obstructing the way forward for 

alternative approaches. Such novelties construct themselves and become 'legitimate' 

through successive refinements and revision without any need to resort to self-analysis. 

In relation to Ball's (2000) assertions, the best example would be the vast amount of 

research on the topic 'organisational learning', an area of organisational studies that was 

unwillingly forced on me during the earlier phase of my doctoral studies. I quickly 

learned that this topic, just like other hybrid 'truth' models of its kind, is nothing more 

than a product of illusionist techniques, the endless recycling of the same old story in a 

different guise, which Michel Foucault (1982, p. 46) refers to as a copy or primary 

referent to the original, a mere 'crafting of resemblances' and a constant feature of the 
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conventional ' theatre of illusion'. Put simply, instrumental goals, such as input, output, 

'endism' and efficiency, generally receive priority (Argyris and Schon, 1996; Pfohl, 

1992). These grand narratives or 'acts of terror' are 'deliberate acts of efficiency gained 

whereby players are silenced and excluded from the language games of the dominant 

culture, their ability to participate' (Lyotard, 1984, p. 64). This is relevant to my earlier 

comment about the message given to Garry at a research-planning forum on learning: 

'We have no place for your kind of work at this university.' Institutions such as these 

are 'poorly articulated' settings since many actors remain mute and invisible (Latour, 

1999), excluded from the language games of the dominant culture. 

Cecily Boas (2001) in her workplace ethnography, for example, found that popular and 

academic literature on management and management education almost entirely relates 

to the manager's perspectives of how to manage change. One of the major findings of 

her case study on the topic of workers' perceptions of management at BHP Refractories 

revealed that worker' s thoughts on change and change management are rarely 

canvassed and/or seldom heard. According to Boas (2002)9, such narrow and restrictive 

research frames exclude other possibilities 'since many workers at the bottom do know 

how to manage change' . 'People higher up can learn something about change 

management from workers.' It seems that 'modern professionalism' still is ' the training 

of minds to conform to a methodology,' as the noted educator and philosopher, Alfred

North Whitehead (1932, p. 67), pointed out many years ago. 

Another constraint imposed by current conceptions of knowledge is that our knowledge 

is made up of complete static assemblages of pre-existing external parts· or divisions of 

constituent parts (Bergson, 1911; Deleuze, 1990, 1995; Latour, 1999; Lefebvre, 1991). 

The interplay of alternative disparate conceptual arrangements, such as the ones we 

construct from the many events observed or read or experienced is largely ignored. As 

Henri Bergson notes ( 1911, p. 17 4) in Creative Evolution, 'we are at ease only in the 

discontinuous, in the immobile, in the dead.' 

9 Cecily Boas, personal comment, 14 July, 2002. 
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Our western knowledge systems have become trapped within a narrow and 

'segmentation thesis', a system that breaks things down into part elements or 

fragmentations and assembles or rearranges them into a production mass, or a 

posthumous totality, that is largely mute and immobile (Burke, 1964; Cooper, 1998; 

Lefebvre, 1991; Spivak 1999; Whitehead, 1930, 1932). Within this mode of conceptual 

ordering, the world is read as complete works, totalising systems or 'totalized opus 

operatum (Bourdieu, 2000, p. 51) that obscures the work in progress. 

Methodologically, this means that researchers are compelled to look around their own 

surroundings in a way organised or instructed by a structure of anticipated, necessary 

possibilities (Hanson, 1958, pp. 20-21 ), which obviate the need for discovering new 

patterns of explanation that are not dualistic: this/that; either/or; maximise 

profit/ minimise cost. 

In recent years various antifoundational critics, most particularly in art and colonial 

history, feminist studies, literary studies and the newer meanings of performance 

studies, have launched attacks on such preposterous presumptions, challenging the 

notion that human thought can reduce the totality of the universe to a complete, unified, 

coherent system. Feminist writer and anthropologist, Marilyn Strathern in Partial 

Connections (1991, pp. 110-114), captured this mood precisely. 'The repeated act of 

assembling, tying and cutting is presented as a most brutal and unkindly cut', she claims 

is nothing more than making a collage, the mere piecing together of different patterns 

from the same cloth. Such narrow conceptualisations, she argues stifle other re

imaginings and empty out or void relationships. This is a view· that I would 

acknowledge in the present context, a subject that I will be exploring at length in future 

chapters. 

Our academic language is also the enemy of good research. 10 It is widely acknowledged 

that this language and the words we use play a major role in determining how we 

understand the world, how we observe and how we form our research instruments 

1° Katharine West, personal comment, 10 February, 2000. 
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(Agee, 1960: Austin, 1975; Belsey, 1980; Burke, 1945, 1966; Castoriadis, 1987; 

Hanson, 1958; Merleau-Ponty, 1968; Whorf, 1956; Williams, 1997). It seems we have 

become locked into a language that consolidates and legitimise our habits into a picture 

frame of confined thinking. As Ludwig Wittgenstein (1953, n.115) has observed, 'a 

picture [frame] held us captive, and we could not get out of it, for it lay in our language 

and language seemed to repeat it to us inexorably.' Consequently, as several writers 

argue, the nature of our observations and the way we read and write is static and 

confined. It is: ' Cabin'd, cribb'd, confin'd, bound to saucy doubts and fears' 

(Shakespeare, Ma.cbeth, III, v, 24). Although it appears as if educational researchers 

have become 'good readers of research' (Cherryholmes, 1993), we are actually only 

good readers of the static patterns, signs, messages and images that are put into view 

because our language limits our reading. 

Contemporary educational research is shaped by the same modernist assumptions, static 

conceptualisations and dualistic way of thinking and the researcher embodies these 

values. This perpetuates a view that sees science and everyday life as separate, and the 

researcher as a subject within a world of separate objects (Reason, 1994). Thus, the 

researcher presents the world as s/he thinks it is, that is, as an object of contemplation, a 

representation, a spectacle (Bourdieu, 2000, p. 51 ). Therefore, to invoke and paraphrase 

the lines in Wallace Stevens' poem, To the One of Fictive Music (1955), representations 

of the 'near and the clear and the like' are given precedence over the unrepresented, the 

partial, the unknown, the strange and the unlike. In Stevens' portrayal of what might 

also be described as a critique of the conventional ' educational theatre of illusion' , the 

former is a comfortable, yet limiting thinking space where 'we give ourselves our ' likest 

issuance' . 'That music is intensest which proclaims the near, the clear and vaunts the 

clearest bloom.' However, something more is needed than the muse of perfection or of 

mother love, hence the lines: 'Yet not too like, yet not so like to be, too near, too clear 

saving a little to endow, our feigning with the strange unlike, whence springs the 

difference that heavenly pity brings.' 

Wallace Stevens' expression, 'feigning with the strange unlike', provides a metaphor 

for this thesis. The term, 'feigning with the strange unlike' , is understood in a generative 

sense, as given to inventing, imagining and conjuring up delusive representations. Even 

'the truest poetry is the most feigning', said Touchstone to Audrey in William 
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Shakespeare's As You Like lt(Act iii. Sc. 3.1.15). The term, 'feigning with the strange 

unlike', suggests a relationship of sorts with disparate connections, of drawing together 

things or elements that are seemingly incongruent and at times strange, absurd, 

mischievous, noisy, deceitful and grotesque. The concept of ' feigning with the strange 

unlike' is somewhat akin to Michel Serres' (1997) concept of ' circulating among 

relatives' or Marilyn Strathem' s (1991) concept of 'partial connections' or 'creative 

recombinations', or Kenneth Burke' s (1964) notion of 'perpectives by incongruity' . 

There is also a sense of Walter Benjamin's (1978, p. xiii) 'the non-identical similar' or 

' thinking in similarities in sensuous relation', which Benjamin, deems is necessary in 

order to shock people into new recognition's and new understandings. 

There is a need to draw particular attention to the term, ' feigning with the strange

unlike' and other alternative ' imaginaries' that this concept evokes. The idea of 

'feigning with the strange unlike' creates the state of sensibility that Stevens describes 

(1951 , p. 130) as allowing multiple meanings to flow forth. As Stevens advocates, I am 

basing this study on the assumption that the notion of ' feigning with the strange unlike' 

offers to researchers-practitioners in education an alternative route whereby they may 

raise different questions and issues concerning the imperatives, processes and the 

practices of educational research that many poststructural, postcolonial, critical and 

feminist critics reveal. It is anticipated that such a generative approach will open up 

thinking spaces within the confines of our traditional theoretical constructs and 

'grandiose conceptual dichotomies' (Latour, 1990, p. 21), thinking spaces that will 

'bring into focus questions that were not visible, important or legitimate within the 

dominant institutions, their conceptual frameworks, cultures and practices' (Harding, 

1998, p. 17). 

The making of a reader 

In this study I propose to move the discourse of research methodology forward by 

seeking an imaginary entry point that projects me into different ways of being and 

different ways of perceiving and finding meaning. I want to propel myself into different 

worlds, to let go of the existing and the known. Engaging and collaborating with Garry, 

the gesturer, will help me in this endeavour through a process of participatory and 
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experiential learning. Am I willing to 'step out' in a different way and apprentice myself 

to a madman in learning? 

For writers such as Wallace Stevens (1951) and Gayatri Spivak (1999), basing my 

inquiry on an imaginative plane offers the most promise for discovering new 

perspectives beyond the familiar 'picture frames ' of my thinking. As Spivak (1999, p. 

65) claims, imagination is necessary in order to 'to figure a "lost" perspective that 

cannot be made out.' As I interpret such a move in this study, I and my critics and 

readers must 'step out' of our limited milieu and start anew. We must leave the 

conventional educational 'theatre of illusion' and certainty and take a 'step into' the 

realm of the unknown, the uncertain, that which is neither settled nor concluded, nor 

known. In other words, we are about ' to feign with the strange unlike' , to permit re

negotiation of prior assumptions in a state of imaginative inquiry of the 'not-yet' fully 

understood nor articulated aspects of the world. 

The making of a reader and the making of a reader into a critic will demand a return to 

the text in order to read it with a different eye. To 're-read' then is 'to return to the 

origin' , as Michel Foucault (1977, p. 135) would say, to return to the text in order to re

activate something, usually because of a basic and constructive omission, an omission 

that is not the result of accident or incomprehension. According to Foucault, we return 

to a text to give particular attention to those things registered in the interstices of the 

text, its gaps and absences. 'We return to those empty spaces that have been masked by 

omission or concealed in a false and misleading plenitude.' This return, he claims, 

which is a part of the discursive mechanism, ' constantly introduces mod.ification'. This 

is the approach to research that has been adopted in the study. 

The task of 're-reading' the text entails a reflexive confrontation and negotiation of 

current theoretical, methodological and analytical discourse and practice, though not a 

replacement of it nor a paralysing deconstruction of it, but, instead, a reading that is 

variously described as; 'a disruptive speaking' (Spivak, 1999), 'an adaption' (Benmussa, 

1980, cited in Diamond, 1989, p. 68) or 'an analytical parody' (Mulkay, 1985). In other 

words there is a story or parody that runs alongside the conventional mode of inquiry in 

'the educational theatre of illusion', but is never a definitive reading. Rather, it is a 

reading that: 
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• claims no interpretative privilege; 

• allows a rejoinder by inviting further parody analysis of its own text; 

• treats our own work as a continuing series of texts, as a 'textual artefact'; 

• openly invites readers to do their own interpretative work; and 

• draws attention to the multiplicity of potential meanings. (Mulkay, 1985, 

pp. 239- 240) 

Garry's artistic repertoire m the 'educational theatre of absurdity' is one of the 

expressions of my search for a different approach to educational research. Its nature I 

believe is exhibited throughout the dialogue and my participation in his performance. In 

the terminology of Gayatri Spivak (1999), Garry performs the 'parabasis' necessary to 

disrupt the conventional way of reading text, thereby destroying its logical base so that a 

different reading becomes possible. William James (1967, p. 331) has a famous dictum, 

'Ring out, ring out my mournful rhymes, but ring the fuller minstrel in', that seems very 

pertinent at this point. 

Purpose of this thesis 

The purpose of this thesis, then, is to contest and reorient research m_ethodology and 

critical practice (Lather, 1991 b, 1994a) and to extend the range of analytical discourses 

available to researchers in education towards limitless horizons outside accepted 

conventional frameworks. Believing current didactic modes ofresearch to be limited in 

their focus and scope, I propose to open up and 'play out' new concepts that question 

certain conventional assumptions that are embedded in our current forms of intellectual 

inquiry. I propose to teach myself new ways of conducting educational research and to 

face the prospect of exclusion because I have dared to take a different approach. My 

purpose is also to extend research and to stimulate debate by both practitioners and 

academics. 
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There is a large body of literature that focuses on other 'imaginaries' for thinking about 

research processes, for example: 'situated knowledges' and 'partial perspectives ' 

(Haraway, 1988; Stanley and Wise, 1993); 'engaged pedagogues' (bell hooks, 1994); 

'contested boundaries' (McWilliam, 1992, 1994); 'partial connections ' (Strathem, 

1991 ); 'methodologies of multiplicity' (Game, 1991 ); ' dialectical imagery' (Britzman, 

1997; Lather, 1991a, 1991b). However, less attention has been given to the 'generative, 

embodied and gestured aspects of performance narrative or 'performance ethnography' 

as an analytic method and genre (Richardson, 2000). It is this gap in the re-presentation 

of knowledge this study also seeks to review and extend. 

As suggested earlier, the ' imaginary', that is, the participatory, dialogical ' educational 

theatre of absurdity' is a site of contested space that serves to establish new nodal points 

in the discourse of educational inquiry, thereby challenging the domain of existing 

models. There is an assumption that new practises for doing educational research 

differently will be generated from the methodologies that I present in this study. In this 

study, the term 'methodology' refers not to a particular method of data gathering but, 

instead, to the theory of knowledge and interpretative framework that guides a particular 

research project (Harding, 1987, cited in Lather, 1991b, pp. 3-4). 

Using a broad brush, rather than focussing on a specific program or educational 

intervention, I enter upon a ' reflexive' exploration and interpretation of my own 

processes and practices of conducting educational research, which Lorraine Code 

(1991) calls a viable epistemological critique of ourselves as writers and readers of 

research. I do not engage this task alone; instead, I shall walk with Garry to shape an 

artistic construct. He will accompany the process in order that I may have the 

experience of seeing the world differently-from a different stance outside the 

dominant conceptual framework (Harding, 1998). 

Learning new research practices is not simply an individual isolated process. It requires 

the ongoing practice of critical or 'robust reflexivity' (Harding, 1998, p. 21) in 

collaboration with other researchers, constantly checking, reassessing or 'dry-cleaning 

our intent', as Garry (2000) puts it. 



Following Pierre Bourdieu (2000), the assumption here is that: 

... it is only when, at the cost of an effort of learning about others and their 

practices, which, it has to be said, does not come about without learning about 

oneself and one's own practices--one has managed to make oneself more attentive 

and more receptive to practice as it is practised that one has some chance of 

observing and recording some of the features of ritual behaviour. (Bourdieu, 2000, 

p. 53) 
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Through research, that is more like an 'imaginative projection' (Spivak, 1999) than an 

empirical project, I want to advance provisional concepts that are constructed from 

many events .generated by the act of research in selective fields of action, and by the 

mutual prompting of other people involved in the research process as they become more 

specific and are validated in-situ. Instead of merely matching theory with the data, as is 

often the case in research inquiries, I want to generate theory and then theorise about the 

theory (Bourdieu, 2000). Therefore, the issue is not 'theory using' , instead it is 'theory 

finding' according to Norwood Russell Hanson (1958, p. 3). 

Research objective: Seeking new and 'different ways' of doing 

educational research 

The study's three specific research objectives are to experiment, explore and to 

articulate a different theoretical base outside the current conceptual· framework, a 

different way of writing ethnographic texts, and a different research language and 

vocabulary that enables access to new avenues of investigation. 

Shaping a new conceptual methodology 

Acknowledging that existing models would not assist me in my endeavour to recreate 

research methodology, I need to establish a comprehensive, generative methodology 

and interpretative base that opens up new 'thinking spaces' in which I come to know 

'the unthought' of the world. I need to know how we learn to look over the 'as yet' 

unnoticed features of our practices and how collectively we gain self understanding and 
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self direction about what we discover, what we do and who we are or become in that 

process of 'becoming'. Gilles Deleuze (1995, p . 103) argues: 'Because one steps outside 

what's been thought before, one has to invent new concepts' . 

In this study, I anticipate that neither traditional empirical methods nor the nature of our 

language and the vocabulary, which Maurice Merleau-Ponty (1968, p. 130) refers to as 

'a presumption of a circumscribed signification', will be a possible route to investigate 

the issues under investigation. To use this route would return us once again to a wisdom 

that we already know and would reduce all signifying practices to images of the 'near, 

the clear and the like' (Stephens, 1955). A return to the known would not only be a 

dehydrating process; it would fail to produce a radically critical discourse (Belsey, 

1980; Young, 1990). My belief is that a prescriptive methodology and interpretative 

framework would preclude multiple interpretations of texts and contexts and would lead 

back to the scripted narrative of a positivistic discourse, a mono logic playscript. 

Adopting a multiple research paradigm, that is generally referred to as a participatory, 

cooperative research paradigm (Reason, 1994 ), I have involved Garry in decisions about 

how this study might proceed, about a choice of model that does not preclude my own 

voice and my own conclusions. This paradigm will enable me to gain new insights, 'new 

understanding and self-direction' (Denzin, 1997, p. 297). I anticipate that this new 

understanding will emerge and flow from the qualitative project described in Chapter 2 

and in subsequent chapters. 

Exploring other forms of ethnographic writing 

Since it is widely recognized that fields of study are created from the texts of other 

researchers, this study is also an exploration of other ethnographic texts in the form of a 

'performative narrative', presented as a series of socio-dramas, the Plays. An emerging 

literature, in particular in the ethnographic research arena, is in favor of researchers 

learning to explore alternative genres of writing (Atkinson, 1990; 1992; Denzin, 1997, 

2000; Mulkay, 1985; Richardson, 2000; Van Maanen, 1995). Generally, the view shared 

by these critics, and one that is also acknowledged in this study, is that the ethnographic 

text, rather than being considered as something that the researcher 'writes up' at the end 
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of the research project, should be considered as a genre and a method of inquiry in 

itself-a creative analytic practice and a form of writing and representation in one. 

Laurel Richardson (2000) sums this up precisely: 

Writing is not just a mopping-up activity at the end of a research project. Writing is 

also a way of ' knowing'-a method of discovery and analysis. By writing in 

different ways, we discover new aspects of our topic and our relationship to it. 

Form and content are inseparable .. . Writing as a method of inquiry departs from 

standard social science practices. It offers an additional-or alternative-research 

practice .. . When we view writing as a method, however, we experience ' language

in-use', how we 'word the world' into existence. Writing as a method of inquiry 

honours and encourages the trying. (Richardson, 2000, pp. 923-923) 

What this implies is that writing genre and method can no longer be considered as two 

separate processes. 

In the main, the move towards 'writing as method', including performance as an 

'analytic' , joins in an emerging stream of appeals for alternative models of 

representation and creative analytical practices that are not modelled on a one 

dimensional univocal form of analysis (Denzin and Lincoln, 1998; Jipson and Paley; 

1997; Kondo, 1990; Mulkay, 1985; Van Maanen, 1995). Generally, 'writing as a 

method' opens up research and critical practice to a 'heterogeneity' rather than to the 

reproduction of the already known world (Deleuze and Guattari, 1983, p.55). Amongst 

these imaginative rearrangements is a move toward 'dialogic' and other 'quasi-fictional' 

forms of discourse (Mulkay, 1985) that allows more than one voice and more than one 

interpretative stance (Agee and Evans, 1960; Feldman, 1995; Miller and Dingwall, 

1997; Mulkay, 1985). 
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Exploring a new language and vocabulary for educational research 

Finally, let us not forget language. In this study I want to get rid of the 'wrong' words 

(West, 2001)11 and explore an entirely different language from the language of current 

research. Since language and vocabulary play a major role in determining how we 

understand the world, how we observe and how we form our research instruments, it 

will also be useful to explore a new vocabulary to express our thoughts and experiences 

as researchers. It is anticipated that this will be an emergent vocabulary that validates 

itself in the moment of use in performance and in dialogue with others, a vocabulary 

that gives researchers access to new conventions and new analytical forms that, in tum, 

are accessible to others. According to Merleau-Ponty (1968, p. 130), shifting how we 

think about language and the words we use can give us insight into the research process 

itself. He argues that 'by discovering within the exercise of seeing and speaking some of 

the living references that assign them such density in language, perhaps they would 

teach us to form our instruments and first of all to understand our research our 

interrogation, themselves'. 

Reading educational research differently in the light of 'absurdity' 

Believing that science is also performance (Dening, 1996; Finnegan, 1992; Lather, 

1994a; Reinelt, 1996; Schechner, 1976, 1982; Turner, 1974, 1982) and experimentation 

(Crease, 1993), I propose the 'educational theatre of absurdity' as an alternative 

'imaginary' that marks a provisional space in which a critique is possib_le. As we have 

already observed in the Plays in the previous chapter, 'the theatre of absurdity' has a 

potential for critical dialogue to explore an entirely new set of criteria with which to 

think about new and different conceptual arrangements and theoretical perspectives. 

Victor Turner (1982, p. 13) maintains that through the performance process itself which 

11 Katharine West. personal comment, IO February, 2000. 
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1s normally private and inaccessible to outside/external observation, and ' in the 

'carrying out', he holds that 'something new may be generated' (p. 79). 

The term 'imaginary'defined 

It will be useful at this point to clarify what is meant by the concept 'imaginary' or 

'social imaginary'. As Cornelius Castoriadis (1987, 1997) notes, the term 'imaginary' is 

often misrepresented. In this study I am not referring to 'imaginary' as wistful 

daydreaming activity or, as Victor Turner (1982, p. 100) puts it, 'a reflexivity of a 

narcissistic isolate moving from his or her memories and dreams', but as a reflexive 

process acted out through the co-involvement of performers, or 'imaginative violence'. 

Organisational theorist, John Shotter (1993a, pp. 92-95) argues, that the realm of the 

imaginary is an entity that emerges only 'in' a form of communicative activity. The 

'realm of the imaginary is not itself_ a kind of image or device for framing, regimenting 

or ordering social life, instead, it contains sources of both novelty and contest' (p. 92). 

The literature relating to the term 'imaginary' or 'social imaginary' reveals, that Lacan 

first developed the terms as a psychoanalytical concept in his reading of Sigmund Freud 

and that other theorists have utilised and articulated its unlimited potential in changing 

the seemingly unalterable picture theories of much of our western thinking (Anderson, 

1991; Irigiray, 1974; Lather, 1994b). Cornelius Castoriadis (1987, 1997) notes that the 

concept of 'the social imaginary' or 'radical social imaginary of institutions' as he calls 

it (1997, p. 329) mobilises our thinking to effect the break from the nameable, the 

determinable, the repetitive and the fragmented. In Castoriadis' view, our imaginations 

are stifled by rigid conceptual categories, which he calls 'ensemblisitic categories' or 

legeins, and a negative effect follows. Emphasising the shortcomings of this narrow 

view, he writes: 

Thus representation, imagination, and imaginary have never been seen for 

themselves but always in relation to something else, to sensation, intellection, 

perception or reality, submitted to the normativity, incorporated in the inherited 

ontology, brought within the viewpoint of the true and the false, instrumentalized 

within a :function, means judged according to their possible contribution to the 



accomplishment of the end that is true or access to true being, the being of being. 

(Castoriadis, 1987, p. 197) 
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In Castoriadis' (1997, p. 211) view, in order to avoid the pitfalls of a representational 

crisis, we cannot and must not think of 'the social' as a determinable set of clearly 

distinct and well-defined elements. Instead, we have to 'step out' of the rigid categories 

of our thinking and consider the patterns of a different organisation that are not 

connected by category alone, but are drawn together in a 'magma' belonging to a 

'nonensemblizable diversity'. This is somewhat similar to the insistence by Wallace 

Stevens (1955) and Marilyn Strathern (1991) on the importance of bringing together 

loosely connected and seemingly 'strange-unlike' patterns expressed in terms of 'partial 

similarities', or 'partial connections'. For Castoriadis (I 987, p. 355), the 'social 

imagination' exists not in isolation, but through the reciprocal relationships in and 

through objects and individuals which 'presentify and figure them' ; they can only exist 

in and through their presentation and figuration in and through a network of individuals. 

John Shotter's (1993) notion of 'imaginary' is similar to the expose of Castoriadis as a 

reciprocal reference or as he prefers, 'a relational-responsive order'. However, for 

Shorter, 'the imaginary' is not generated so much through social figural significations, 

but as an entity that exists in a form of a dialogic activity. For example, it is frequent 

and spontaneous in our talking and responding to one another in our daily 

interrelationships. 

On balance, the evidence suggests that the term 'imaginary' or ' social imaginary' is not 

a device for framing, regimenting or ordering social life (Shorter, 1993, p. 92). Neither 

is it regarded as something magical, nonsensical or illusionary, as is often the case with 

conventional staging of knowledge. When the realm of 'the imaginary' is thought of as 

an utterly incomplete, 'unpicturable' , 'alterable', 'non-ensemblistic' and non

categorised concept of reality, all sorts of new and previously unthought re-orientations 

become possible. This concept of the ' imaginary' is an important element in this study. 
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'Leading out', gesturing, 'performing' knowledge in 'the 'theatre of 

absurdity' 

From the reading of the two-socio dramas, The Leprosy Morning Tea and The Pavlova 

Lunch, we begin to gain a sense of what can be achieved by focussing on other 

'imaginaries' in alternative thinking spaces. It is my view that these stories create a 

startling image of the enigmatic play with 'the strange unlike'. At this point, I want to 

suggest that 'our feigning with the strange unlike' (Stevens, 1955) introduces another 

way of reading text. Garry's performance narrative is an invitation to educere12
; to lead 

forth, to bring out, to elicit, to evoke, to lead out of the one eyed focus of meagre 

research imperatives and processes. In the void between conventional representational 

activity and some other 'refracted imaging', conventional mimesis as we know it is 

interrupted. Mimicking, mocking and gesturing, Garry uses a particular style of 

'performance text' (Schechner, 1985, p. 22) that shatters the strong beam of light which 

illuminates what is perceived to be which is sometimes stated as what is or how things 

seem to be, and stages a display of light beams which eris-cross and fly all over the 

place and sometimes intersect to reveal what might be or what as yet has not been 

observed nor articulated. 

It is important to note that Garry's performance practice is not merely mocking text just 

for the sake of mocking, nor is it 'arbitrary play' or 'textual manipulation' , to use 

Damien Broderick's ( 1997) term. Instead, it is about an authorial function of a different 

kind, whereby the author's inscription is paramount and the reader or the audience is 

invited to participate in the dialogue or, as Garry asserts, 'to join in the "play", in the 

abyss for the purpose of shared mutual meanings'. In Garry's view, such 'play' 'is an 

ethical practice, which connects people together with the intention of mutual benefit and 

cultural integrity' . Lyotard (1984) and Latour (1999) would no doubt agree that this is a 

'performativity' of production of a very different kind with different performance 

criteria. The critical act is not concealed as with 'the theatre of illusion'. 

12 As distinct from educare; to educate, to rear, to bring up. 
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From this in-between-space at the borders or margins of two worlds, Garry 'leads out' 

and beckons to others so that they might contemplate things that have received too little 

attention. Garry refers to this process as 'exhibiting text' or 'putting text into different 

places'. This concept acknowledges the difference between performing knowledge or 

text and providing information in a static way. Garry gives an explanation for 

performing knowledge in this particular way: 

My performance practice provides the means to emphasise the importance of 

facilitating and engaging people in relationship processes that enable them to build 

upon their cultural 'literacies' (sic] in order to attain control of and demonstrate 

those 'literacies' [sic] required for success at University and professional 

memberships. It also engages mainstream people in relationships which enables 

them to ·experience how the learning needs of a minority group can be used to: 

highlight unmet needs of mainstream learners in academic and professional 

contexts; develop processes that incorporate existing technologies to generate 

options and resources for learning relationships that benefit all learners and 

teachers; review, re-conceptualise and reorient resources so that the needs of all 

stakeholders in learning are met; realise market opportunities by redefining and 

reviewing existing education processes through the eyes of the minority. 

(Garry, 2001) 

Writers, such as Pierre Bourdieu (2000) and John Shatter (1996), would argue that it is 

largely the eliciting or 'gestural function' of performers like Garry and that the way in 

which the audience spontaneously responds is important. Shotter's (1999, p. 8) notion 

of gestural function, which is based on the theories of Vygotsky (1962) and 

Wittgenstein (1953), argues that the actual staging, the theatricality of these dialogic 

activities gives them life; for they 'point beyond' themselves to features in the 

momentary context of their utterance. 13 For Shorter, this is a 'relational-responsive' 

13 
Michel Foucault also argues that language goes beyond words and sentences to 'utterances' . For 

Foucault the interest is with 'collective arrangements of utterances', rather than the uttering subject and 
the subject ofuttering (Deleuze, 1995, p. 95). 
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activity, which makes demands of us in our daily lives. Performances like these, Shotter 

argues, create 'spaces of possibilities' between us prior to the existence of any rule and 

bring prominence to previously unnoticed and unremarked upon features of our 

relationship to each other and our circumstance. This 'relational-responsive' nature of 

our everyday understandings is largely ignored in much of our dialogically structured 

activities in western society (Shotter, 1993a, 1993b, 1997) and not valued in 

contemporary organisation theory, including educational research. 

Asking new questions in the light of absurdity 

What can Garry teach us? Whilst it seems that participation in the 'theatre of absurdity' 

is seldom comfortable, the Plays, lhe Leprosy Moming Tea and lhe Pavlova Lunch 

show, it is also possible that playing in the 'theatre of absurdity' might elicit in the 

minds of the audience and also me as researcher questions and issues such as: Who is 

the author or actor and who is the reader or spectator? Who is in view and who is not? 

Does it matter who is speaking? How can spectatorship become a mode of reading? Can 

spectatorship become not an authoritative reading, but a different way of reading, a 

form of reading that rests on shared knowledge? Who is really the stranger in our midst? 

Might the familiar now seem strange and the strange familiar? How are relations of 

power redefined? What is being represented, how and with what practical effects? What 

kind of reality work is language doing and to what effect? (Brecht, 1964; Deleuze, 

1995; Foucault, 1977; Jose, 1998; Kristeva, 1984; Serres, 1997). 

Victor Turner (1982) maintains that one can learn from the enactments and 

performances of the culturally transmitted experience of others. It seems possible 

therefore that there is 'everything to learn' by stepping out with 'just one man' 

(Wolcott, 1973) into the 'educational theatre of absurdity'. 'Stepping out' with Garry 

then, is one way a critic can learn to read and write research in a different way, to re

present more than just what is or what seems to be as is frequently the case in the 

conventional theatre of knowledge, 'the educational theatre of illusion' . 
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Concluding comments 

This chapter has described the purpose, aims, issues and general direction of the study, 

including the theoretical premises that underpin the research project that will be 

described in Chapter 2. It argued that establishing new practices in educational research 

requires some changes in critical procedures and a broader expansion of the 

conceptualisation of research methodology and analytical practice as well as a new 

language and vocabulary that alerts researchers to new fields of 'play' . The 'imaginary' 

of 'the educational theatre of absurdity'-in contrast to the conventional theatre of 

knowledge-the ' theatre of illusion'-is posited as a 'new' unconventional mode of 

knowledge transmission, a site of contested space for a new reading and writing of 

educational research theory and practice to take place, thereby challenging the domain 

of existing models. 

Organisation of this thesis 

There are three parts to this thesis: a description of the contextual and theoretical 

background to the study and the stages that define the research process; a conceptual 

base relevant to thinking through 'new' and different approaches for educational 

research; and a 'reflexive' description of the research processes and the interpretative 

concepts that have been applied to the study. 

The first section of Part 1, The Challenge, sets the context for the area. of the thesis. It 

introduces the reader to Garry, the Gargantua of the study and to the way in which the 

topic of the thesis developed. The context I give to this description is the 'educational 

theatre of absurdity', a 'new' and unconventional mode of knowledge transmission that 

is contrasted to the narrow conventional theatre of knowledge, the 'theatre of illusion' . 

The first Chapter outlines the research problem and the theoretical premises and 

perspectives that underpin the research project. Chapter One also outlines the direction 

of the study including the purpose of the research project and the issues to be raised 

throughout the thesis. 
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The second Chapter provides an overview of the methodological issues and phases that 

define the research process. It briefly outlines the research design, its questions and 

significance and situates the methodology within a qualitative, critical postructuralist 

interpretative paradigm, but it is not bounded nor confined within that framework. The 

study employed multiple research strategies relevant to the task of establishing new 

practices in educational research through unstructured interviews and observation 

together with an analysis of substantive 'unauthorised texts from elsewhere' . Chapter 

Two also briefly outlines the approach taken to data collection and analysis based on 

'grounded theory' (Glaser and Strauss, 1967; Strauss and Corbin, 1990) and a 

'performative ethnographic' research process. As well, it gives an overview of the 

hypothesis proffered in the study together with a summary of the structure of this 

tripartite hypothesis. A more detailed outline of the study's research processes is taken 

up in Chapter Seven as a result of a reflection of the processes described in the 

preceding chapters. The thesis is structured in this way to avoid pre-empting any 

foregone conclusions in defining concepts to a predetermined narrow focus. 

Part II, Chapters, Three, Four, Five and Six combine to make up a conceptual base and 

generative methodology for the study. This base is constructed from my interpretation 

of the events and activities of the research project. Apart from Chapters Four and Five 

which are loosely coupled, each of these Chapters is self-contained, and therefore may 

be read in a non-sequential manner. Chapter Three proposes a critical practice based on 

Bertolt Brecht's theory of theatre production and argues that Brecht's methods are 

highly relevant to extending the discourse of educational research, particularly as it 

concerns redefining relationships between people, between author and reader, between 

reader and actor and audience. I argue that Brecht's theatre methods not only teaches a 

new research practice, but also introduces a wholly new language 

Chapters Four and Five explore the theoretical and practical realities of exploring 

different and diverse conceptual fields and suggests how such thinking gives a new 

direction for 'new' and different practices in educational research. It argues that moving 

into a world of new conceptual arrangements; 'pattemments' and 'assemblages' 

(Bergson, 1911; Cooper, 1998; Deleuze, 1995; Latour, 1990, 1999; Whorf, 1956) 

requires differently articulated orientations and demands a set of descriptive tools, a 
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language and vocabulary very different from conventional methodology and analytical 

perspectives. 

Chapter Six considers the possibilities that arise by facilitating and engaging people in 

relationships with 'well articulated' spaces and settings. As a vehicle for this process I 

engage the reader in dialogue with the field of architecture. I argue that new theoretical 

directions, new possibilities and new articulations of perspective are shaped by our 

unknowing, our mistaking. Language through dialogue as a process of creative 

collectivity is seen as the main link in the construction of these 'new articulations of 

perspective'. 

Part III: Envoi, Chapter Seven and Chapter Eight provides a 'reflexive' description and 

analysis of the study's research process. Chapter Seven offers a 'reflexive' description 

of the 'performative ethnographic' process and the interpretative scaffolding that have 

been applied to this study. It concludes by arguing that the actual process of writing is 

an organising process in itself, simultaneously a method and genre. 

Chapter 8 provides a tentative, 'participatory, dialogical model' for 'doing educational 

research differently'. It reflects argues that the :findings of the study have major 

imp~ications for informing contemporary educational research as they demonstrate that 

by approaching research in 'new' and different ways, the researcher and the educational 

community have access to insights that are unavailable within the constraints of 

conventional models of research. 



CHAPTER2 

Description of the Research Study 

An Overview 

The most important part of a learning process is to engage with the learner. 

Unless there is engagement there cannot be learning. (Garry, 2001) 

Introduction: The research study and its significance 
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Access to new forms, conduct and practices of educational research remains elusive if 

researchers stay within narrow theoretical constructs-the static, single vista of the 

conventional 'theatre of illusion'. This study critically examines certain conventional 

assumptions that impact on our current conceptions of knowledge theory and 

intellectual inquiry. 

The study aims to contest and reorient research methodology and critical practice and to 

extend the range of analytical discourse available to researchers working in the field of 

qualitative research in education. By the term 'researcher' I mean the educational 

researcher working in Australian Universities, in general, and, in particular, those of us 

who teach and conduct research in educational and organisational settings, including 

professional and vocational education. This is the area in which I work and where my 

professional interest lies. 

Remaining in close alliance with postmodernist, poststructuralist and critical theorising, 

my goal is to invent new and different practices in educational research arising from the 

methodological issues that form the basis of the study. New practices in educational 

research requires new 'imaginaries' from which we can move beyond the repeated 

familiar theoretical practices in current intellectual and academic inquiries. 
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The significance of this study lies in the perspectives that it offers in an area where few 

guidelines exist for researchers to learn to conduct educational research with a new and 

different methodology and interpretation. By 'doing research differently', the researcher 

and the educational community can have access to new perceptions of educational 

situations that are inaccessible within the constraints of conventional didactic models of 

research. In particular, a different approach has relevance for educational researchers 

who work in complex organisations, such as schools and Universities, and particularly 

for educational leadership and change management practice, professional and vocational 

education and social research methods. The findings shall also stimulate interest in 

policy research in education so that policy is removed from its pedestal and made 

accessible to the wider community (Ozga, 2000, p. 2). However, let me emphasise that 

although this _study is a reflexive exploration of my own practices of doing educational 

research in 'new' and different ways, I also acknowledge that the conclusions of this 

study may have implications beyond the institutions of universities. As Stephen 

Kemmis' (2001, pp. 12-13) remarks: 'The conduct, consequences and the practices of 

educational research extend beyond you and your institutions to include also; 

independent consultants, government agencies and other bodies like educational unions 

and professional associations.' Also, since the study is concerned with political and 

epistemological issues, there may be findings of broader interest for social and cultural 

theory. 

Research design 

The study is an experiment to extend the discourse of educational research through a 

'performative ethnography' that uses an interpretative, qualitative, single-site case-study 

approach. The root of the word 'experiment' means to 'go beyond the boundaries': 

experiri, to venture into the unknown, to try things out (Schechner, 1982). The study 

recognises and acknowledges newer meanings of performance as an ongoing research 

tool, as a kind of experiment itself (Crease, 1993; Finnegan, 1992; Turner, 1982). As 

Richard Schechner (1982, p. 9) notes: 'Theatre is not only an instrument of thought but 

as thought itself. ' 
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This study is an analytical parody set against a background of multiple discourses 

relevant to a 'new' and different approach to educational research, so that a more 

comprehensive and complex process of re-reading and writing the text becomes 

possible. Throughout this process, a generative methodology and interpretative base are 

anticipated to provide a metaphoric focus for a critical dialogue where thought is 

understood and never expected to be complete. 

Using 'grounded theory' (Glaser and Strauss, 1967; Corbin, 1990), the study was 

'grounded' in the collection and analysis of interview data together with an analysis of 

artefacts, literary works, documents, poetry, object stimulated auto-narratives, visual 

records including artwork and architecture, autoethnography and performance 

narratives. The study uses 'performance ethnographic' methods to present and interpret 

rich data; it sees ethnography's task as both method and genre (Richardson, 2000). 

The study employs a qualitative multi-method approach of data collection. The primary 

source was unstructured interviews with Garry. The data collected from interviews with 

Garry is presented as a series of performative narratives in the form of socio-dramas; the 

Plays interspersed with critical reflections that enable the researcher, the research 

participant and reader to become part of a triadic construct. The triad, of course, 

embraces Garry, myself and the reader in a collective game for three in performance 

(Serres, 1997). 

A detailed account of why I have chosen performance narrative, often referred to as 

'performative ethnography', as both a method and genre is provided· in Chapter 7, 

where I give a reflective description of the research processes and interpretation that 

have been applied to this study. Several writers, Robert Crease (1993); Richard 

Schechner (1976, 1982); Victor Turner (1982); and Thomas Whitaker (1977), have 

argued a strong case for the advantages of performance analogy over conventional 

methods of inquiry. They claim that the performance itself, through its shared and 

convergent patterns of gesture, gives shape to our inquiry and enables us to recognise 

features of practice, the significance of which would otherwise be overlooked if we 

were not directly engaged in the process. In this study, my part in the performance was 

most effective in developing an understanding of Victor Turner' s (1982, p. 79) 

interpretation of performance, vis. 'To bring something about, to consummate 
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something, or "to carry out" a Play, order or project'. Through performance, we also 

observe a new language; as Robert Crease (1993, p. 179) asserts; 'When we think of it 

[performance] as experimentation we get an adequate language in which to speak of it. ' 

Let me emphasise at this early stage that I do not offer the exposition of a method per

se, but as Merleau-Ponty (1968, p. xxiv) advises, I anticipate that new knowledge will 

be generated in highly selective fields of action and interpreted throughout the research 

project. I intend to advance provisional concepts that emerge even before they are more 

clearly defined and validated, adjusted and modified through successive refinements 

(Bourdieu, 2000). I do so to avoid a preliminary prescriptive interpretation that could 

preclude multiple interpretations of text and return me to the scripted narratives of a 

positive discourse, a monological playscript. This is the very thing I want to avoid. Pell

mell is a disruptive science. It is a disorderly and erratic journey that the reader is 

invited to undertake. 

Briefly, the issues of this study were investigated in several ways. First, I recast my role 

not as the omnipotent gazing mute, but as an individual 'stepping out' over an extended 

period of two and a half years with this 'strange attractor', Garry, in order to play 

alongside him in the theatre of life, 'the educational theatre of absurdity'. Let me make it 

quite clear that I did not merely observe Garry at work in his laboratory; I also worked 

with Garry at the same university for a period of six months. Immersing and casting 

myself as an active participant in as many of Garry's narrative performances as possible 

was to provided answers to questions relating to the discovery of a 'new' and different 

approach to educational research. 

As the discussion unfolds in the following chapters, it will become clear that it is not my 

intention to 'change the subject' of the research, that is to change myself. Nor do I hope 

that Garry's methods can simply 'teach'. 'Stepping out' with Garry is not just a question 

of following his lead nor reinterpreting intellectual understanding nor seeking general 

agreement or concordance. Instead, much like the transgressive voyages, 

countervoyages and subversive genres, irony and parody (Babcock, 1978; Chesney, 

1982; Hutcheon, 1985; Stallybrass and White, 1986), it is more likely to be a 

conglomerate of intensity, resonance, harmony, interference, confusion and noise. The 

play of thought between researchers and research participants is described by Merleau-
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Ponty (1968, p. 224) as an 'intentional reciprocal relationship', whereby the words of 

others make me speak and think because they create within me an 'other' than myself, a 

divergence. The 'words of others form a "grillwork" wherein I see my thought.' This 

perspective has been woven into the fabric of this study. An 'intentional reciprocal 

relationship' is at the core of the collaborative learning process. 

Second, existing educational research parameters have been deemed to be too narrow. 

In this study I approach the research task from a multi-method perspective and explore a 

diverse range of theoretical texts drawn from a seemingly obscure 'narrative 

incommensurability' in literature, philosophy, art and colonial history, theatre 

performance and poetry. Simone Benmussa, (1980, cited in Diamond, 1989, p. 68), 

describes these texts as 'unauthorised texts from elsewhere'. I draw upon texts that not 

only enable the researcher to remain 'elsewhere' but also texts that are located outside 

the usual disciplinary boundaries and outside the normal boundaries of defined research 

categories for the specific purpose of exploring the theoretical themes embedded in 

Garry's performance texts. 

These various themes are then woven into performance narratives or socio dramas, the 

Plays and used as conceptual tools for critical analysis and interpretation of the data 

which are then integrated into a theoretical/methodological base (Denzin, 2000) for 

conceptualising 'new' and different approaches to educational research. 

Escher's drawing Rippled Surface (2001) as shown in Figure 2.1. represents the 

research process that has been adopted in this study. The moon reflected on the pond 

represents the 'intentional reciprocal relationship' (Merleau-Ponty, 1968) that forms 

between the researcher, the research participant and the reader, a dynamic relationship 

that I subsequently refer to as 'a gestus of showing'. The image of the rippled surface 

shimmering over the moon's reflection provides the observer or the reader with a 

revitalising effect and a sense of knowing other perspectives exist; a sense of knowing 

that each ripple effect is partial. Depending how one interacts with the gestus, 'relations 

and connections between entities can appear in new configurations as one transfers from 

one domain of inquiry to another' (Strathern, 1991 ). There will be a new pattern formed 

for every new disturbance that causes a ripple across the pond's surface, each 'episode' 

with its own vanishing point. 
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Figure 2.1. The Research Process (M.C. Escher's Rippled Surface, 2001). 

In t.his study I am working towards a different educational research model, a 

'participatory, dialogical research model', that 1s largely embodied in Garry's 

performance repertoire. This will be a tentative model that does not prescribe the 

process of educational research, but instead identifies the principles that would underpin 

the process. 

The research questions 

The study is based on a series of questions related to the narrow conceptualisation and 

methodological problems that limit contemporary educational inquiry, research and 

practice. The questions, listed below, have been refined throughout the course of the 

study and new ones added. This process of refining questions in the course of research 

is consistent with the methodology of' grounded theory' used in the study. 
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What work will I need to do in order to learn new and different practices in 

educational research? 

In order to do that how can I: 

• become willing to undertake the task of learning to establish new and different 

practices in educational research? This question, according to Laurel Richardson 

(2000, p. 939), requires me to 'construct myself as an ethical subject engaged in 

ethical ethnographies-inspiring to read and write.' 

• break free of the constraints of traditional approaches to research, the constraints of 

language and the constraints of allegiance to narrow research policies? 

• learn to 'read-off the familiar epistemologies in my own practices? In the words of 

Thomas Whitaker (1977, p. 57): 'Can we let our habitually objectifying voice be 

still? Can we listen to a critical fiction that might enter into the play's action of 

performance?' 

• dare to imagine what might be possible by 'stepping out' from the comfortable 

.epistemologies and start anew, no longer anchored within the existing research 

culture? The particular wayof stepping out is thought to be important, not the fact of 

'stepping out' itself. 

• engage educational researchers with ' impossible possibilities' so that they might 

learn to participate-to be willing to 'bring forth' or 'call forth' new modes of 

discourse and new kinds of events that are both useful and validating? 

Hypothesis for the study 

In this study I propose that a participatory, ' dialogical' , structured mode of inquiry, a 

model that is grounded from the research process itself, can advance educational 

research theory and practice. In later chapters I test this hypothesis against other social 

dramas created from Garry's dialogue. 
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My hypothesis has three distinct parts: 

i. If researchers 'step out' of their comfortable epistemologies and engage with 

individuals or groups on the basis of relational equality, new theoretical 

formulations, new knowledge, new conceptual methodologies and new fields of 

action will become possible. This new modus operandi! constantly refer to as a 

' intentional-reciprocal reference' (Merleau-Ponty, 1968) and its expression is a 

greater sense of 'connectedness' to partial representations and disparate entities, 

not abstract totalities. In other words, it is an interplay of many diverse values, 

elements and conceptual themes, 'a composite of things that has no immediate 

or essential connection' (James, 1967, p. 324). 

11. New theoretical avenues, new possibilities and 'new articulations of perspective' 

(Felman and Laub, (1992) are shaped by our 'unknowing', our 'mistaking', the 

prospect of the 'not-yet'. Thus, things which we 'as yet' have failed to notice and 

articulate, because they are not within reach or sight or not currently available to 

the senses or our practical activities (Bourdieu, 2000), provide a window of 

opportunity for the educational researcher to gain access to other ways of 

reading text; they dislodge any presumption of objectivity to text and challenge 

the premises and practices of normalising power/knowledge. 

111. Certain people, such as artists and gesturers, lead out and 'call forth' responses 

from an audience through the character of their work. Our response to things that 

are made explicit through the 'elicitations and beckoning' of others diverts us 

from our established way of 'seeing' and directs our attention to new 

possibilities, new forms of thought, new practices and new political and 

educational formulations. Deeply implicated in this process is the way language 

works to reinforce these realities. 
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Limitations and delimitations of the study 

As suggested earlier this study neither attempts to focus on a specific program and its 

content, nor to evaluate the outcomes of a particular educational intervention. Rather, it 

is more concerned to open up a conversation about the conduct and practice of research 

and the social relationships that give rise to it. 

Although the sample size in the research project is limited to a single-site and one 

research participant, this method is nevertheless widely acknowledged as having 

sufficient standing in interpretative science fields (Agar, 1986a, 1986b; Kondo, 1990; 

Wolcott, 1973). Clifford Geertz (1973, p. 22), asserts that studying in a confined locality 

is preferable to a broader social study, because it allows for a ' fine comb' view to give a 

' sensible actuality' to social situations in a creative manner. What can we learn from 

one person? Ethnographer, Harry Wolcott (1995, p. 107) in reference to his study, lhe 

Man in the Principal's OfJice asserts that it is possible to learn 'all we can' by studying 

just oneprincipal [man]. 

This study also recognises the findings based on one site cannot be generalised nor 

indiscriminately applied to other settings. Therefore, a different approach to research 

precludes the normal assumption that similar research defined by the same parameters 

will lead to the same conclusion or the same findings. At the same time an analysis of 

similar experiences can lead to the development of a 'pattern' and synthesis that leads to 

generalisations that can be of use to others (Boas, 2001, p. 35). 

Definitional issues 

It is appropriate at the outset to define a few important concepts used in this study. 

Throughout the study reference is made to the term 'stepping out', a term that conjures 

up different images and is variously found in contemporary critique of philosophy, 

music, theatre and literature. For the purpose of this study, 'stepping out' will be taken 

to signify an interruption of sorts and a recommencement; it will be regarded as a 

metaphor for reorienting familiar theoretical constructs. The German critic, Walter 
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Benjamin in illuminations (1968) speaks of the exhilaration of 'stepping out' and 

walking quietly and attentively through the streets of a foreign city. For Benjamin, 

keeping in view the familiar and the strange opens up our sensibilities to sober and 

profound 'illuminations' . Likewise, the poet and social theorist, Wallace Stevens (1951, 

p. 130), asserts the necessity for 'stepping out' of the codified and hackneyed 

representations of reality in an attempt to provide, through an ' imaginative violence, 

new orientations of reality'. This message is clearly portrayed in his poem To The One 

Of Fictive Music, where the notion of 'stepping out' and 'feigning with the strange 

unlike' suggests a return to 'the imagination that we spurned and crave'. The term 

'stepping out' can also mean, 'to put on your top hat' and walk alongside someone as 

suggested in Fred Astaire's song Steppin Out filth My Baby. 

In this study, the use of the term 'text' refers to any statement of experience, any oral or 

written record, any enunciated theory or method, any natural or human scientific work. 

In other words, a text is something that can be 'read'. A text might be 'a mathematical 

model or a statistical analysis, a novel or an ethnographic record, a work of art or a tool, 

a ritual or painting, a social action or public policy' (Thompson-Klein, 1992, p. 10). 

Furthermore, according to Stephen Muecke (1992, p. 4), texts are materials which have 

been worked upon to make them meaningful and regularly 'treated' or regarded as 

meaningful. The geographical landscape is a text for example, but only if it is 'treated' 

with that intensity which assumes meaning can be derived from it. 

In the spirit of Gargantua, I use the terms ' elicitations' and 'beckonings' for those 

activities or things that people make explicit to one another in their everyday life 

(Strathem, 1991) through verbal action expressed in thought, speech and document 

(Burke, 1945). However, not in terms of citations or given ends, nor as endless journeys 

that stifle 'becomings' (Deleuze, 1995, p. 138), but in terms of guiding ends and 

anticipated destinations which call into 'play' new connections and new pathways 

(Deleuze, 1995; Foucault, 1982; Serres, 1997; Strathern, 1991). 

The term 'play' or Play, refers to 'our shared acting and witnessing, a distinctive field of 

'playing' that we compose or make up, or construct within the subjective field of ' play' 

that makes it possible (Whitaker, 1977, p. 4-6). Accordingly, each 'playscript', Play, I 

have written for this thesis constitutes Play because I/we will have 'played the player'. 
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Through the 'playing' of the part and by our own reciprocity, inherent mutuality and 

critical reflection as 'players', I/we are at once the Play or 'play' andthe 'player'. 

Drawing from the works of several contemporary writers, Walter Benjamin, Kenneth 

Burke, Robert Cooper, Bruno Latour and Michel Serres, 'movement' is defined as the 

non-linear play of thought that denies fixed entities and renounces ' the totalising 

fragmentation characteristic of positivist discourse which reduced all signifying 

practices to formalism' (Kristeva, 1984). Thus 'movement' is perceived as a perpetual 

journey or passage through paths, intersections, multiple spaces and cultural formations. 

It is always in a state of 'becoming'; an entity that it is not a state of being but always 

'an ongoing' that never arrives anywhere never completes itself. 'Becoming' denies 

dualities (Bergson, 1911 ; Nietzche, 1967). 

Walter Benjamin (1968, 1973) follows Bertolt Brecht (1964) in defining the term 

'gestic performance' or gestus as the unstructured play or interchange between an actor 

and the audience where the actor's task is to deliberately interrupt or astonish through 

gesturing in order to focus attention on that which has previously not been noticed. In 

other words, the intention is to make the familiar strange. However, 'gest' does not 

mean ' gesture' or 'gesticulation' in a narrow sense, but 'conveys particular overall 

attitudes' (Brecht, 1964, p. 104) and 'covers a whole range of the outward signs of 

social relationships' (Esslin, 1984, p. 123), such as: deportment, intonation, facial 

expression, a particular way of talking and behaving between actor; and the communal 

behaviour of a group (Davis, 1982). Gestic performance is as important for actors as it 

is for spectators so that every spectator is enabled to become a participant. Garry 

himself, as we have already acknowledged, is master of these gestic techniques. 

My position as researcher 

As both a reader and writer of qualitative research (Richardson, 2000, p. 924), I adopt 

the position of a critical researcher seeking a new and different narrative practice. This 

position is grounded in the specific representations that become visible in the 

presentation pieces performed by Garry. Refusing to be seduced by the narrow 

conceptualisation of positivism and foundationalism, I use a critical postructuralist base 
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that denies the authority of text to control the critical capacity of the reader (Denzin, 

1997). Central to critical postructuralism and this study are the concepts of 

representation, legitimisation, ethics and the role of language in the construction of 

knowledge. These are issues that shall be explored further in Chapter 7. 

My theoretical background comes from a broad range of disciplines including 

education, educational philosophy, sociology, community health education, as well as 

experience as a teacher, ' researcher-practitioner', author and consultant in complex 

organisations, especially higher education, thus providing the basis for a conceptual 

understanding of the research problematic. Therefore, Harry Wolcott (1995, p. 98) 

conjoins me to acknowledge my own capabilities and limitations as a field officer and 

thereby to acknowledge myself as being my most sensitive and important instrument of 

research. 

I come to this study as an agnostic; an unbeliever of the kind of 'performativities' that 

lead to unethical practices that concerns the 'researcher - research participant' 

relationship. Together with an expanding list of critics (Ball, 2000; Gitlin, 1994; Stanley 

and Wise, 1993), I have often been victimised, silenced and incarcerated in a dominant 

discourse. For too long, I have succumbed to performing with my devious hat on, 

playing the part I thought I had to play, believing in the interpretation of an authoritative 

imperative. I have often disliked the stories I have written or told, and, I suspect, so 

have my research participants. I would remove myself in a research project and hide my 

own beliefs, whilst simultaneously directing attention to the subjectivities, beliefs and 

practices of my research subjects. I, as a researcher, remain absent and · divorced from 

the text, silenced, and treated merely as a commodity. Liz Stanley and Sue Wise 

encapsulate the same sentiments: 

The conventional form [ qualitative and quantitative] research approaches takes, 

situates the researcher as detached omnipotent, an expert on a different critical 

plane from those they study. In other words, both approaches position the 

researcher in a knowledge hierarchy with-or rather over-those they research. 

(Stanley and Wise, 1993, p. 7) 
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Connecting resolutely with Stanley and Wise, my primary purpose is not only to teach 

myself but also to share my insistence to do research in a different way with other 

educational researchers and to invite 'extra-prescriptive' unauthorised reading. In the 

chapters that follow, I do not offer a definitive reading. To do so would be merely 

reverting back to the scripted narratives of the conventional ' theatre of illusion' . My 

voice in this dissertation is heard as an interlocutor and a commentator, not as an 

analyst, when I am taking part in dialogue with Garry. 

This study not only recognises the important reciprocal interaction and dynamic 

relationship between researcher and research participant in the construction of 

knowledge, but also recognises that meaning emerges in 'the doing', in the performance 

(Dening, 1996; Finnegan, 1992; Reinelt, 1996; Schechner, 1982; Turner, 1974, 1982). 

Garry, the master performer, embodies these attributes with a few carefully chosen 

'absurdist techniques': staging knowledge through the gesture of showing or 

demonstrating and enacting an idea; by connecting people around a hodgepodge of 

disconnected, discontinued fragmented narratives; by establishing and ' re-energising 

relationship spaces for the mutual benefit of all' ; and by 'honouring relationships' and 

constantly 'dry-cleaning' his intent. 'My home is relationships', Garry asserts. 
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CHAPTER3 

'Stepping Out' With Bertolt Brecht: 

Interruption is one of the fundamental devices of all structuring. (Walter Benjamin, 

ntuminations, 1968, pp. 153-156) 

Introduction 
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Here begins my personal drama-my personal dilemma. I want to do educational 

research differently! I am watching, witnessing, observing, in an almost detached way, a 

different means of thinking, doing, presenting and engaging people in the research 

process. Yet I cannot make sense of what is before my eyes. I am confronted and 

affronted by not being able to make sense of what Garry is doing; and, yet, the process 

he employs resonates within my soul. I have drawn deeply on my past training and 

educational experience and, yet, what he is doing still eludes me. Although I have 

reached a decision not to stay within the confines of my own disciplinary boundaries, I 

am faced by convention, by habit and the threat of being excluded or e;,qJelled from the 

'research club'. My fears are very real. I ask myself: 'Do I have the resolve to let go of 

conventional wisdom and "step out" alongside people who read text and research 

differently?' 

Beginning the break with 'the theatre of illusion': 'Stepping out' with 

Bertolt Brecht 

New practice in educational research calls for new concepts beyond conventional 

frames. The urgency of this position js nicely expressed by Gilles Deleuze (1995, p. 

103), who states: 'Because one steps outside what's been thought before, one has to 
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invent new concepts. Therefore thinking becomes a perilous act.' To shape the first part 

of a new concept, I make an argument for the renewed viability and reworking of 

Bertolt Brecht's 'gestic performance theory and story' or gestus (Benjamin, 1968; 

Brecht, 1964). Why not look at Brecht and his dalliance with the theatre of the absurd? 

Why not? This is my chance to 'play' with the 'impossible possible'. It is my view that 

Brecht's methods of theatre production are highly relevant to extending the discourse of 

educational research. This is because Brecht has much to say about redefining 

relationships between people, between author and reader, between and actor and 

audience. He also teaches a new research practice, a wholly new kind oflanguage and a 

new method of analysis. 

Brecht's theatre techniques and theories of theatre production resonate and coincide 

with Garry's performance. By studying and analysing the work of Brecht it becomes 

possible to understand not only what Garry is doing but also his intent. In addition, the 

similarity of the Brechtian method to Garry's performance makes it possible for me to 

appropriate a language in which to speak and convey meaning to educational research. 

This opens up the possibility for conversation and synergy. It is to Brecht that we now 

turn. 

What can I learn from Brecht? Does Brecht provide me with the wherewithal to change 

my critical procedure, my procedural process of research to enable me to do things 

differently? Walter Benjamin (1978, p. 233) indicates that this could happen; he says 

that Brecht's work provides a break with the conventional 'theatre _ of illusion' by 

putting an 'improved apparatus' at the disposal of the reader, the audience and the 

spectator to enable them to read the world differently. 

Like Garry, Brecht wants us to evaluate our own comfortable epistemologies. The idea 

of 'the absurd' aroused in me a sense of adventure and confidence to explore a different 

way of knowing. To my surprise, I discovered there was a theatrical convention called 

'the theatre of the absurd'. Several writers directed me to the work of Brecht's theories 

of theatre production: Walter Benjamin (1968, 1973, 1978); Martin Esslin (1984); 

Frederic Jameson (1998); and Raymond Williams (1968a). My first reading of Brecht 

was confusing and difficult. The material was complex and outside my experience and 

knowledge. However, my initial reading of Brecht's work left me with a similar feeling 
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that I had experienced when I first witnessed Garry working in his gestic laboratory; I 

had a feeling, a resonance, a sense that 'in there' was a different way of lmowing that 

might be worth pursuing. 

I first noticed that both Brecht and Garry were 'interrupting' my habitual way of reading 

the world and both were inviting me, beckoning me, 'calling forth' to me an invitation 

to 'play' or 'perform'. The invitation was all the more enticing because it was supported 

by Walter Benjamin's injunction (1968, pp. 153-156) that 'interruption' was a source of 

renewal and a promise of a new beginning. The more I delved into the theories of 

Brecht and relevant theatre critics, I became increasingly aware that the similar notions 

of Garry and Brecht could be explained through Brecht's interconnected narrative 

concepts lmown as the 'gestus of showing' and the process of 'estrangement' or 

Verfremdungseffekt (V-effect or alienation effect). From here on I shall refer to the latter 

theatre technique as 'estrangement', 'estrangement- effect' or 'e-effect' . Later on in this 

chapter, I shall explain what these terms mean. 

In order to confirm the connection, I aligned Brecht's expositions of gestus and the 

'estrangement effect' with sections of Garry's work in the tale of The Leprosy Morning 

Tea. This provided me with a means of unpacking and illustrating the meaning and 

practice of gestus and 'estrangement effect'. In turn, this enabled me to commence a 

process of knowing and appreciating the application of the two concepts; gestus and 

'estrangement-effect' in a range of settings. Most importantly, I was enticed to turn 

back and 'play' in a way that enabled me to experiment with theatre as ?,n 'apparatus of 

research'. My engagement with the concepts of gestus and 'estrangement effect' in the 

context of the dramatic narrative, The Leprosy Morning Tea, allowed me to go beyond 

seeing gestus and 'estrangement' as mere tools. These concepts.provided a conduit to an 

understanding of theatre as an 'apparatus', a term I shall explain more fully below. 

In the next part of this chapter I provide Brecht's own theoretical exposition of gestus 

and 'estrangement effect' and then draw on segments of Garry's performance narrative 

in The Leprosy Morning Tea to illustrate these concepts. I then move on to discuss 

extensions of Brechtian theories by other writers and how all these theories could apply 

to educational research, in particular how they could apply to the production and 

reception of text and the way relationships are redefined in the communication of text. 
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Digesting Bertolt Brecht's theory of theatre production 

Brecht (1964, p. 139) characterises gestus as the relationships between people. A gestus 

can be a sign, a technique, a mimetic and gestural expression, a word, a tableau, a 

particular way of behaving or a physical relationship between two characters. According 

to Brecht (1964, p. 201), 'even an actor observing his [her] own movements constitutes 

the meaning of gestus, or the way in which the material or the stage props conveying 

that gest is set out and laid bare to the understanding of the audience.' 

As Brecht (1964, pp. 104-105), is most adamant, the meaning of gestus 'does not 

merely refer to gesticulation as such, but to overall attitudes', that is, 'the moment in 

performance-when a play's social attitude becomes visible to the spectator' (Diamond, 

1997, p. xiv). To emphasise this point, Brecht uses musical notation as an example. A 

musician, he argues, would see gest as artistic expression. The importance of a musical 

score is what it enables a musician to do, that is, whether it enables the musician to try 

different attitudes or gests-politeness or anger, modesty or contempt, approval or 

argument, cunning or lack of cunning. 

Brecht describes the 'estrangement-effect' as a process of making the familiar seem 

strange, as a technique of alienating the familiar. Although Brecht defines the term in 

numerous ways, a sense of its meaning is contained in his synopsis, A Short Organum 

for the Theatre. 

The achievement of the 'A-effect' [estrangement-effect] constitutes something 

utterly ordinary, recurrent; it is just a widely-practised way of drawing one's own 

or someone else's attention to a thing, and it can be seen in education [in] business. 

The A-effect consists in turning the object of which one is made aware, to which 

one's attention is to be drawn, from something ordinary, familiar, immediately 

accessible, into something peculiar, striking and unexpected. What is obvious in a 

certain sense is made incomprehensible, but this is only in order that it may then be 

made all the easier to comprehend. Before familiarity can turn into awareness the 

familiar must be stripped of its inconspicuousness; we must give up assuming that 

the object in question needs no explanation. (Brecht, 1964, p. 143) 
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Essentially, Brecht (1964, p. 71) wants things to be 'estranged' so that an audience can 

no longer be submitted to an experience uncritically. He wants the discontinuous, the 

break rather than continuity, the conflictual rather than unification. He wants his 

audience to say: 'I'd never thought of that. ' 'That is not the way to do it.' 'This is most 

surprising, hardly credible.' 'This human suffering must stop.' Brecht argues that the 

'estrangement-effect' is probably best known in traditional Chinese theatre. In the 

Chinese tradition, Brecht (1964, p. 92) asserts that the artist 'never acts as if there were 

a fourth wall', instead, he expresses an 'awareness of being watched. The audience can 

no longer have an illusion of being the unseen spectator.' Further, he emphasises that 

' the artist observes himself and his surrounds through the gest of the body' . For 

example, the actor deliberately glances at his own legs or the floor to judge the space 

available to him for his act. Then he glances at his audience to check the veracity of his 

judgement. Above all, in Chinese theatre Brecht maintains that the artist's object is to 

appear strange and even surprising to the audience. He achieves this by looking 

strangely at himself and his work. As a result everything put forward by him has a touch 

of the amazing. Everyday things are thereby raised above the obvious and automatic. 

In the Western 'theatre of illusion' by contrast, Brecht (1964, p. 93), claims that the 

actor 'does all [s]he can to bring the audience into the closest proximity to the events 

and the characters [ s ]he has to portray'. Brecht is most critical of this convention. 

Instead of arousing the observer's capacity for action by 'interruption', by making them 

face something, the audience is involved in something, is 'drawn into the thick of it' 

(p. 37). Many of these differences have been encapsulated in Brecht's own theory of 

'epic theatre' and 'epic opera' (Benjamin, 1973; Brecht, 1964). For Brecht, the 

difference between the western dramatic 'theatre of illusion' and his own 'epic theatre', 

can best be illustrated in the order shown in Table 3.1. which shows the change of 

emphasis between the 'dramatic' and 'epic theatre'. The first change of emphasis Brecht 

advocates is in the manner in which events are presented to the audience. The dramatic 

western ' theatre of illusion' merely dishes up a text and draws the spectator into an 

event that consumes the audience's capacity for action. It is a closed system, which 

stimulates the audience's emotions only to dissipate their active response. On the other 

hand, Brecht's 'own epic' theatre is a text that communicates to the spectator as 

observer, a message that awakens the capacity for action. 
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Table 3.1. Bertolt Brecht's 'Epic Theatre' contrasted with the conventional 'dramatic 
theatre of illusion' (Brecht, 1964, p. 37). 

Dramatic Theatre Epic Theatre 

• Plot • Narrative 

• Implicates spectators in a stage situation • Tums the spectator into an observer, but 
but wears down their capacity for action arouses their capacity for action 

• Provides the audience with sensations • Forces the audience to take decisions 

• Experience • Picture of the world 

• The spectator is involved in something • She/he is made to face something 

• Suggestion • Argument 

• Instinctive feelings are preserved • Brought to the point of recognition 

• The spectator is in the thick of it • The spectator stands outside, studies 

• The human being is taken for granted • The human being is the object of inquiry 

• She/he is unalterable • She/he is alterable and able to alter 

• Eyes on the finish • Eyes on the course 

• One scene makes another • Each scene for itself 

• Growth • Montage 

• Linear development • In curves 

• Evolutionary determinism • Jumps 

• Thought determines 'being' • Social 'being' determines thought 

• Feeling • Reason 
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In Brecht's 'epic theatre' the audience is invited to consider events involved and then to 

make their own assessment of them. The audience is always in a critical frame. 

Another useful starting point for understanding the 'gestus of showing' and the 

'estrangement effect' is contained in a poem by Brecht, The Curtains, from his Poems 

On Theatre (1961, p. 12). Brecht writes: 

... Leaning back the spectator 

Should see 

How cunningly you prepare for him ... 

Do not disclose over much 

Yet disclose something to him 

Friends 

Let him discover 

You are not conjuring 

But working. 

Unlike the conjuring tricks of the conventional 'theatre of illusion' in Brecht's different 

portrayal of theatre the audience is cleverly drawn into a play with the intended pmpose 

of discovering for themselves something 'other'. The strategy is 'interruption' of one's 

own thinking and the thinking of the 'other'. In this poem, The Curtains," the actor is not 

conjuring, but cunningly working to show himself in a drama such as The Leprosy 

Morning Tea. 

In his poems, plays and operas, Brecht is deliberately working via 'the gestus of 

showing' to make something ordinary, everyday and familiar seem strange. The 

principle reason for this 'estrangement', Brecht (1964, p. 136) argues, is 'to make the 

spectator adopt an attitude of inquiry and criticism'. For example, the Public Service 

audience to The Leprosy Morning Tea, change from 'would-be-eaters' of morning tea to 

observers of a Play. In other words, they become theatre participants who begin to 

analyse themselves critically as ' hired pens' writing policy for their Minister; They 
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become critical questioners of the policy they write. They move to this position by 

engaging with Garry when they question the inhumanity of their policy, a policy that 

forces men with leprosy sickness to travel several hundred kilometres from Darwin to 

Katherine for treatment. As Public Servants, they begin to question whether they are 

serving their Minister, a politician, or serving the people who are the targeted subjects 

of the policy they write. Thus, the morning tea to celebrate a successful round of policy 

writing for the Minister becomes an occasion of a critical appraisal of themselves and 

their policy decision. 

The gestic effect of eliciting and 'interrupting' and making the 'familiar seem strange' 

is encapsulated in the following passage. Even though Garry does not use the terms 

gestus and 'estrangement-effect', the meaning and function of these two concepts are 

explicit: 

The way I work with my students, colleagues and people in the 'mainstream' and 

also the way I also worked with the Aboriginal men in prison and in the squatter 

camps-I am eliciting them. First of all, I am putting something up to these people 

and saying, 'this is what I see through this "play". ' It engages them and it makes 

them move beyond the familiar old spaces of their thinking. I am sending a 

message, holding up a big video screen on the edges-at the margins. Out here are 

possibilities. I am hanging aroW1d out here at the borders in-between the 

mainstream and the marginalised and getting more attention in this space. I am 

deliberately creating tension. It's like a dough hook, which goes in and it mixes in 

and it takes away all their pictures and they have to sort it out. It is about getting 

them to see things differently. It is theatre. (Garry, 2000) 

Here Garry is pointing to a different way of reading text. Like the actor in Brecht's 

poem, The Curtains, he is deliberately working to 'put text into different spaces', to 

'exhibit text' as Garry describes, in order to illuminate the peculiarity of things, rather 

than to create the illusion that this text is the reality-the only truth. Garry's explanation 

of how he works is consistent with the Brechtian intention. 
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Staging the indigestion 

At this point I revisit the narrative, The Leprosy Morning Tea, to further explore the 

effect of gestus and 'estrangement-effect' . This time the narrative is presented as a split 

text with my own commentary running alongside, interspersed with Garry's occasional 

comments. 

Gestus of showing 

First there is the gestus of showing. What is its pwpose? How are relationships re

defined in that process? And how does gestus enable readers and/or spectators to recast 

themselves in a new role, not as passive consumers of text but as critical readers? 

Garry and the men have come in to town from the squatter camps. They have important 

business in town. It is the day before 'social security' day and Garry knows that 

something delectable is about to be served on the policy tray for morning tea. 

(narrative) 

I will tell you a story about the 

'Leprosy Morning Tea'. Jono, one of 

the Aboriginal men, is covered in 

leprosy sores. Untreated ... I mean his 

fingers-bits of bone sticking out. 

Feet are the same .... 

('gestus' as 'interruption') 

The story shows an abrupt 

'interruption ' in the stellar heights of 

Public Service life where things are 

nice, cultured, civilised. It arouses 

attention onto the 'undiscussed' and 

'the undiscussable'. 
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Garry harvests the policy feast and the cultural artefacts of social intercourse are laid 

bear. 

(narrative) 

Anyway, I am with the boys, J ono and 

the guys from the camps, and I take 

them up into the government office in 

Darwin. Michael, one of Jono's 

brothers has . got lice jumping off his 

head. Up to the top floor. Uninvited. 

And I know that morning tea is being 

served-'Iced Voves' [biscuits] on a 

tea tray. 

(apparatus for 'gestus') 

The policy tea trolley is a ritual prop in 

a ritual space, a time of social 

interaction where the personal and the 

professional scripts are 'played out ' on 

the proscenium stage separated from 

reality, where workers act out a public 

role in a private space. 

Garry, by taking the role of the 'host', makes the boys feel welcome in their strange 

surroundings. He wants the men to feel comfortable in a strange place, to participate in 

the feast on the trolley. 

(narrative) 

I said: 'Have some rnormng tea, 

guys.' 

('gestus' - opening the proceedings) 

The narrator takes control. He changes 

the relationships in the ritual space of 

the tea trolley; he is interfering with 

the policy space. He confronts the 

private actors with the public 

audience. 
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Garry in ironic fashion introduces the men to the inner sanctum. a place not witnessed 

by the public. 

(narrative) 

And there are all these people in the 

Policy Division; women in particular, 

all dressed and bathed in Yves Saint 

Laurent who have never come close to 

an Aboriginal person other th~ to 

drive off in the opposite direction. 

(gestus- showing) 

Jhe juxtaposition of the senses -

'olfactory' and visual - and a sense of 

style heightens the absurdity of the 

mis.it between objects of policy and 

subjects of policy 'Gestus' shows the 

absurdity of policy makers' divorcing 

the111Selves from the people they 11111ke 

policy about and the people with 

disabilities being excluded or 'driven 

away' from the policy process. 

()any illuminates the peculiarity of things. Why lepers? 'Because the Public Servants 
0 • ~ • A 

ar¢ :writing policy about th~m. "'Good God! l~'s half past three. No more ieprosy today. ·. 
• • • i • 

It's time to move on to children's playgr~unds; aged homes and sewage rebates before 
. . . 

going home·•.,. (Garry) 

(narrative) 

They have never come close to 

anything to do with leprosy-active 

leprosy. 

(gestus - illuminating) 

The narrator brings the 'strange' and 

the 'ordinary' together -face to face. 

For the men, leprosy is 'normal' and 



the office space is strange. For the 

policy workers, leprosy is 

incomprehensible: 'We 're the leprosy 

section.' We write policy about it!' 

People (subjects) are excluded by 

objectification. 
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Garry communicates a message, engages the audience, displays an attitude and exhibits 

text, in this instance the narrow sightedness of Government policy for people with 

disabilities. 'They are the people you are dealing with. You cannot compartmentalise 

these people.' (Garry) 

(narrative) 

And they're about to have 'Iced-Vovos' 

for morning tea, and I think there is a 

lamington calm, or something, and the 

guys from the camps appear. You can 

smell them coming. It is hot out there. 

The guys just devour the 'Iced-Vovos' 

and drink tea from the teacups. 

(gestus - exhibiting) 

The 'leper hand' intrudes into the 

private space of the public servants, 

contaminating their food and their 

teacups. What compelling imagery! 

Garry shocks people; he •illuminates' tbe peculiarity of things. Something else is being 

recognised and distanced at the same time, though not with satisfaction, but with 

astonishment. 'In their silence, in their inward retreat, people have the emotional space 

to reflect and c<;>me to a "different truth".' It is treating people with dignity. It is not 

about abuse.' (Garry) 



(narrative) 

Of course the office workers decline to 

eat and drink .. . 

And I said to the office workers: 'But 

these are the people you are making 

policy about. Welcome!' 

[11ze Aboriginal men then exit stage 

right] 

(Gestus - shocked sensibilities) 

11zere is a stand off. But there is also 

the option to leave, or to accept the 

invitation to stay and engage with the 

potential of exploring reality, of being 

exposed to the absurdity of the 

separation between the policy and the 

person. There is 'an opportunity to 

recognise that: That fact takes the first 

step in coming to terms with reality. ' 

(Williams, 1968a, p. 403) 

91 

By exhibiting the gestic features of lne Leprosy Morning Tea, we can see the role of 

gestus in 'redefining relationship spaces ' , as Garry would say. Garry's' relationship 

spaces are similar, if not identical, to Brecht's 'playing field' or 'playing space', a space 

which emphasises the understanding of the process, the flux and flow, the circularity of 

ideas and tensions rather than the analysis of elements, things, structures and harmony. 

It is a theatre of relationships between text, producer, actor and audience that points to 

the mutuality in these relationships. Walter Benjamin highlights this point: 

Epic theatre 'is the theatre of relabonships'. It takes as its starting point the attempt 

to introduce fundamental changes into these relationships. For its public, the stage 

is no longer 'the planks which signify the world' (in other words, a magic circle), 

but a convenient public exhibition area. For its stage, the public is no longer a 

collection of hypnotised test subjects, but an assembly of interested persons whose 

demands it must satisfy. For its text, the performance is no longer a virtuoso 

interpretation, but its rigorous control. For its performance, the text is no longer a 

basis of that performance, but a grid on which, in the form of new formulations, the 

gains of that performance are marked. For its actor, the producer no longer gives 



him instructions about effects, but theses for comment. For its producer, the actor 

is no longer a mime who must embody a role, but a functionary who has to make 

an inventory of it. (Benjamin, 1973, p. 2) 
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By displaying the attitude or the 'gest', we see that the intention of both Garry and 

Brecht is to enable people to keep their thoughts open, to resonate between alternatives. 

Both Garry and Brecht want to energise the audience into multiple possibilities by 

making the familiar and the habitual seem, strange. Both bring the 'familiar-like' and 

the 'strange-unlike' into view simultaneously. In The Leprosy Morning Tea scenario, 

we see that Garry is not conjuring, but cunningly working, like the actor in Brecht' s 

poem The Curtains, to achieve an uncanny 'strangeness' to the objective moment of 

decision and action itself (Jameson, 1998). What emerges is the capacity of the actor to 

energise the audience into multiple possibilities and to structure their 'imaginary' 

representations so that a different reading becomes possible. 

Since a certain relationship is implied between actor and audience, my assumption is 

that a similar relationship will exist between myself as researcher and Garry. This 

relationship is not construed in terms of an outsider passively looking in, but in terms of 

the interchangeability and reciprocity inherent in our 'play' . 

A slight digression: Researchers working in a Brechtian way? 

Turning now to the 'estrangement effect'-'But wait a minute! If I am ·also committed 

to playing the role of 'player', am I not also implicated in shaping this gestic process? 

Before I apologise for my sudden digression, I cannot resist the idea that, just like the 

audience, the office workers, in The Leprosy Morning Tea narrative, I am not merely a 

passenger in the process. Already I find myself choosing to act differently. I am not an 

observer or voyeur; I am a participant, a mutual collaborator involved in a reciprocal 

process. Consequently my voice is interspersed with Garry's narrative under the guise 

of analysis and illustration of the gestus. My interaction, my new thought process is a 

reflection of the power of the gestus and 'estrangement-effect'. Having voiced, written 

and interspersed my own reactions and interpretation alongside Garry's narrative, I was 



93 

tentatively saying to myself: 'What's happening here? ' 'Why do I hesitate?' By 

engaging in the critical process; 'Am I not daring to write differently?' 

Suddenly it dawned on me. The essence of Brecht and Garry's research process compels 

me to think and act differently. It is in this new act of writing and 'interruption', of 

joining in the Play and the play-writing, that I have become a reciprocal beneficiary 

since I am now writing text that is also the research. 

That bearded madman, Garry, has jolted me into acting differently and experimenting 

with doing research differently. I find that, already, I am doing research differently, here 

and now, at this moment, in the writing process. My thinking is not about stasis and 

examination; I am in a generative process of reciprocation and inclusiveness, not 

exclusiveness. I am beginning to journey by 'reading off' the familiar and then using 

narrative to join and generate an alternative research and writing process. The writing is 

not only an integral part of the process, but it is an inseparable part. Already, I find that 

I am becoming creative, rather than interpretive; I am making new discoveries and 

accepting the risk of speaking a new language. This generative process not only 

emulates the unique theatrical theatre technique of Brecht and Garry; it is facilitated by 

their 'elicitations', by the 'calling forth' not only of a response but a beckoning to 

'play'. The process of generating new research by paying attention to and allowing 

myself to be enticed into the production and reception of text in a different way is 

inherent in Valentin Volosinov's' famous dictum in Marxism and the Philosophy of 

Language where he claims that: 

A generative process can only be grasped with the aid of another 'generative 

process'-a 'creativity activity' matching another creativity activity and 

understandable only in that relationship. (Volosinov, 1973, p. 4) 

To 'play' is to read is to write. 
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The effect of 'estrangement': Confronting the indigestion 

Back to the 'estrangement-effect' . What is the impact of the 'estrangement-effect' on 

my 'Brave New World?' I revisit the Play, The Leprosy Morning Tea, in its original 

narrative format, verbatim, to explore the 'estrangement effect' of Brecht's theatre 

technique. The purpose of revisiting the Play is to explore the possibilities for a 

different way of reading research. This leads me to ask: How does 'estrangement' serve 

this exploration? 

Cutting to the second half of the play, we recall that, the 'Iced-Vovos' have been 

ravishingly devoured by Jono and the other men and an uncertain, uncanny 

'strangeness'. invades the tearoom. 

(narrative) 

[ Garry looks around at the entire 

group]: And I said to the office 

workers: 'But these are the people you 

are making policy about. Welcome!' 

[The Aboriginal men then exit stage 

right]. 

(narrative) 

But that was actually shock for those 

people. They could actually see whom 

they were dealing with. 

I achieved plenty. Right from the Filing 

Clerk upwards, people were engaged 

with the players and they could see 

what they were persisting in. And they 

(estrangement-effect-distancing) 

Instead of bringing the message home 

to the audience in an obvious way, it is 

intentionally obscured; 'is distanced 

from the audience.' (Benjamin, 1978, 

p. 235) 

( e- effect - shaking up the inattention) 

This instant of numbing intrusion into 

the familiarity of everyday working 

lives has the effect of 'making the 

spectator adopt an attitude of inquiry 

and criticism, from a social point of 

view.' (Brecht, 1964, pp. 125, 136) 



started asking questions about these 

guys: 'Why don't they wash?' 'What's 

wrong with his sores?' 'Aren't we 

doing something about it?' 

(narrative) 

You see these guys were now being 

sent all the way down to Katherine 

from Darwin for treatment. And then, 

they picture this person going down on 

stumps to Katherine! I wanted to 

engage them with the reality of the 

people they were making decisions 

about. 

(narrative) 

So people could see the absurdity. They 

could actually picture people going on 

their stumps, all the way down to 

Katherine-down the highway without 

a wheelchair! People could see the 

humour and absurdity in that. 

(e-effect- making the familiar strange) 

The actor brings an 'uncanny 

strangeness ' to the objective moment 

which the audience has believed was 

familiar. (Jameson, 1998) 

( e-effect - the juxtaposition of the 

familiar and unfamiliar) 

For many people, the mere suggestion 

of a representation that deliberately 

shows its subject by making it seem at 

the same time unfamiliar or strange 

might seem somewhat contradictory. 

However, the familiar is the known 

existence of lepers; The unfamiliar is 

the reality of the leper in full view 'on 

the stage!' 
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(narrative) 

... [ to think] that they were affronted to 

start with, that I would bring these 

people up into a government building, 

the top floor and that they would be 

eating off their policy tray. To think 

these people tu.med around. This is 'the 

theatre of absurdity' and the people 

realising the absurdity. This is my 

playing space. I am dancing in the void 

continuously. 

(e-effect - realising the absurdity) 

Garry uses his playing space to create 

the 'theatre of absurdity '. This is the 

practical effect Garry works towards 

and invests with a gestus of showing 

and the technique of 'estrangement' . 
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What we see from the above analysis is the impact of the 'e-effect' and gestus on the 

players in the ridiculous but real scene in a Public Service tearoom. In combination, 

these effects enable the Public Service employees to see that something 'else' is being 

conveyed and to become able or willing to engage in their personal transformation from 

the expectation of the 'congratulatory morning tea' for completing a project for a 

Minister to self examination of the morality of themselves as 'hired pens' who are not 

conforming with the Public Service ethos to serve the public-a public that includes 

people with active leprosy. Through the combined processes of gestus and 

'estrangement-effect', Public Servants were jarred into witnessing the effect of their 

'hired penmanship' to serve a Minister at the expense of the leprosy sufferers. The 

potential therefore exists for these Public Servants to cast themselves into a different 

role and form a new and different relationship with the public to enable them to explore 

the possibility of serving both Minister and the public. Hence a recommencement was 

brought about by a skilful enactment of the gestus and 'estrangement-effect' which 

shocked the Public Servants, but since they did not take flight, they became 

collaborators and actors in the exploration of a different text. Through Garry's 'gestus 

of showing', actors are able to become critical readers in this context. 

The incident in the tearoom highlights the paradox of Brecht' s 'estrangement' theories. 

As Brecht (1964, p. 192) himself acknowledges, what we see is 'a representation that 

alienates, [yet] allows us to recognise its subject, but at the same time makes it seem 
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unfamiliar.' Hence we have a process that 'shakes up the selective inattention [ of the 

audience] making the familiar strange so we can see it again', as Herbert Blau (1992, p. 

18) says. This shake-up allows a new beginning, a recommencement. As researcher, I 

realise that I am also a party to the effects of gestus and 'estrangement'. Like the 'hired 

pen' office workers in the Leprosy Morning Tea episode, I have also chosen not to take 

flight, but to become a collaborator and actor in the exploration of a different text. Blau 

(1992, p. 56) describes the social gestus as that moment of historisation, bracketed or 

framed, which reminds us to think twice. The social gestus carries along with it as a 

dialectical proposition not only what went before, but, in a very different sense, 'a 

moment out of time'-the imminence of a 'not-yet'. It is possible for another reality to 

emerge: The 'what is not there', but 'could be' there. 

Gestus as Method 

From the discussion so far, we can say that Brecht's theatre is very much a dramatic 

storytelling episode, a story that is acted out, that is dramatised on a stage. It is a 

gesturing, an 'eliciting' revelation, a conjuring, a piece of theatre. According to Jameson 

(1998, p.118), Brecht's theatre is an actual 'showing of pedagogy'. As Brecht himself 

poi!}ts out in his notes to Man Equals Man (1979, p. I 07), the task of the epic actor is to 

sh_ow the subject so that, 'this way of joining up', or 'this way of selling an elephant', or 

'this way of conducting the case', for example, becomes available. It changes all the 

time and becomes more clearly defined in the course of showing-'this way of 

changing' 

Brecht's epic narrative theatre is unique in that it contains an inherent validity check-it 

can be falsified by the audience at any time. We can observe that Garry also does this by 

pausing, looking to the audience to check their verdict. 'Is that how you see it?' he asks: 

'Do you know what I mean?' 'Do you see it?' Commenting on this as an essential 

ingredient, Brecht (1964) notes that, through the achievement of the 'estrangement

effect', an actor is able to check the truth of his performance. Actors can always be 

corrected by a comparison with external reality, by an audience. Nearly every utterance 

by an actor is followed by a verdict from the audience and every gesture is submitted for 

public approval. Garry does this by pausing and holding a pose, which emphasises the 
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actions and the words, which have just happened. I asked him why he did things in a 

certain way and he replied: 

This gives the audience a thinking space. It also enables them to interrupt and 

become a participant. Never underestimate the value of the pregnant pause of 

silence. Silence is an integral part of the proposal or proposition being placed 

before the audience. It is more than a tool. It is a way of connecting between pieces 

and also blowing apart. (Garry, 2001) 

Like Garry, Brecht beckons the audience to interrupt the play at any moment. This is 

what Jameson (1998, p. 109) means when he says that Brecht's narrative is not 

empirical. Instead, it includes with it the 'do you see?' 'Do you understand now?' For 

Brecht (1964, p. 200), 'everything hangs on a story, a story being a limited episode'. 'It 

is the heart of the theatrical performance. For it is what happens "between" people that 

provide them with all the material they need to discuss, criticise, alter. Not surprisingly, 

Brecht had an aversion for overacting and meandering. In his notes to the Play The 

Caucasian Chalk Circle, Brecht (1976, p. 300) appeals to his producers and actors for 

brevity. He writes: 'Meandering is the sign of a bad storyteller. Direct statement is 

am<?ng the most important methods of epic art.' Garry knows this technique too. He 

does not waste words. 

For Garry, the interaction, the interruption, the silence, the holding up of the story 

board, the pose and body posture held in silence, the piercing gaze into nothing that 

enables the thinking space to be created and held, sometimes held for what seems an 

interminable length of time, creates space for all to think, observe and, reflect, rather 

than react. It is a time for the audience to go into their deep personal reservoir to process 

things and then productively join the creative process. (Garry, 2001) 

Furthermore, the collective result is Garry's pastiche: 

It also provides the producer and the director, the writer and the audience with the 

means to create the next part. In this moment we have the new beginnings of 'stand 

alone pieces' which collectively result in 'pastiche.' (Garry, 2001) 
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Montage - a creative cut 

Garry's technique of creating 'stand alone pieces' or 'pastiche' is equivalent to Brecht's 

method of 'montage'. The process of breaking up action into smaller sections, of letting 

the story unfold in a number of separate situations, each rounded and complete in itself 

produces the effect we experience with David Hoclmey's (1998) 'photomontage' or 

'photocollage'paintings. This is the cornerstone of Brecht's theatre technique. As 

Martin Esslin (1984, p. 118) observes, the total effect of the play is built up through the 

juxtaposition and 'montage' of contrasting episodes. Gestus and the 'estrangement

effect' are integral to the making of montage. 

Unlike the stage conventions of the 'theatre of illusion' where episodes fit together and 

can only be understood as a whole, Brechtian theatre is designed to build things up 

through a juxtaposition of conceptual relationships. Even Brecht's stage techniques are 

episodic. In the musical production The Threepenny Opera for example, the music, 

Mack the Knife is mixed with a sweet tune. As Brecht (1979, p. 92) himself explains, in 

this production the music consists of a sequence of twenty one self-contained musical 

forms, each being a self-contained scene and each introduced by an inscription in a 

narrative form. He goes on to explain that the libretto is arranged in episodes from the 

outset, 'so as to represent the linear sequence of situations which add up to a dramatic 

form only in the course of their musically fixed dynamic succession.' 

Several writers have each engaged in a comprehensive analysis of the episodic and 

fragmentary aspect ofBrecht's work (Benjamin, 1973; Davis, 1982; Diamond, 1997; 

Jameson, 1998, 1998b). Whilst the focus and intent of these critics differ, there is 

general consensus that Brecht's plays are a series of a relationships of opposites, a 

creative cut, as Marilyn Strathem (1991) says, that provides a space of opportunity to 

experience and read text differently. The value ofBrechtian theorising lies in the way it 

keeps procedures open and the way it changes the relations between people and 

things-thoughts and ideas that do not normally 'hang' together. 

An earlier commentator of the principles and effects of the episodic nature of Brecht's 

work is Walter Benjamin (1973 p. xiii) who refers to Brecht's recurring themes, the 

procedure of 'montage' by which he means the process of capturing and connecting 
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things that are unlike; 'the ability to connect dissimilars is such a way as to "shock" 

people into new recognition's and understandings.' Commenting on the possibilities of 

this procedure, Benjamin notes that it is in Brecht's epic theatre that some of the 

principles of montage may be enacted. Benjamin (1978, p. 235) argues that Brecht's 

discovery and use of the gestus is nothing other than the restoration of the method of 

'montage' that has become familiar in film, radio, press and technology. For Benjamin, 

'montage' provides the 'ability to capture the infinite, sudden or subterranean 

connections of 'dissimilars' that has become 'the major constitutive principle of the 

artistic imagination in the age of technology.' 

Patrice Davis (1982, p. 187) voices a similar claim. In her analysis of Brecht's theatre 

techniques, Davis speaks of the generative and fragmentary nature of Brecht's theory of 

gestus. With Brecht, she argues, we not only get a lesson on process, but also a 

reorientation regarding 'how one sees' and 'what one sees'. This she describes as an 

'ironic zoom movement', which resembles Garry's 'big video screen at the edges', 

which 're-establishes the boundary between inside and outside'. With Brecht, she 

argues, 'we reach another peak of "spatialization".' Space no longer exists except in 

reference to the whereabouts of the actor/s' (pp. 187-188). Fragmented and 

disorganised, this type of space still has meaning. It puts pieces together again and 

reassures the spectators who can project themselves into it. 

Educational research as a Brechtian gestus: Contemplating the possibilities 

I draw upon Brecht's theories of theatre production into my process of reading text in a 

new light, in a way that was previously unavailable to me within the conventional 

framework of empirical inquiry. Following Brecht, I abandon fixed chronological 

continuity and a logical series of cause and effect, that is, the generally accepted 

relationship that what happens first influences what happens next; I adopt a different 

temporality, spatiality and presence, acted out in sheer contradiction. However, there is 

still narrative meaning. 

How do Brecht's theories of theatre production 'work' today? I now explore two other 

points of convergence that will form the basis of a new 'participatory, dialogical model 

for doing educational research differently'. As previously stated, Brechts's theories of 
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theatre production, in particular the technique of gestus and 'estrangement' have 

application beyond the theatre, to the conjunction of various forms of analytical and 

discursive practice, theoretical, critical, historical and political. The scene in Ihe 

Leprosy Morning Tea makes that clear. Analysis of the work of several contemporary 

Brechtian interpreters reveals Brecht's theories to be very much a critical tool that still 

'works us' today. Several points of convergence are highlighted in the following 

discussion. 

Brecht's coupling, which draws together the politics of gesturing and exhibiting text, or 

'the gestus of showing' and the 'effect of estrangement', makes it possible to imagine a 

different research agenda and productive critical practice that other discourses conceal. 

Herbert Blau (1992, p. 161) suggests that theatre theory, in the style of Brecht, provides 

'a pivotal point from which contemporary social struggles are thinkable'. It 'provides an 

anchorage hidden behind the transformations of the concept of hegemony itself.' From 

this position, he argues: 'Subjugated voices may be viewed, with agencies and strategies 

of their own, as occupying the same plane as the voices of established power.' 

In addition, a Brechtian gestus offers a 'space of the incitement to see' , to use John 

Rajchman's, term (1991, p. 85) in which to reorientate the objects and subjects of 

inqttjry in our field. Immersion in a Brechtian theory of gestus opens up an alternative 

thinking space in which to ' talk it up' and to think through issues of methodology which 

other discourses try to close down. F erninist theorists often speak of theatre and 

performance as a space of opportunity [in] which to think through issues of 

methodology. Theatre theorist, Jill Dolan (1993), for example, fo her work, 

Geographies of Learning, captures this sentiment in the following way: 

Theatre [as metaphor and practice] can be a mobile unit in a journey across new 

geographies [ of learning], a place that doesn't centre the discourse in white male 

hegemony, but [in] a space that can be filled and moved, by and to the margins, 

perpetually decentred as it explores various identity configurations of production 

and reception. It [theatre] remains a vital, important research agenda in itself. It 

remains a site to which people travel to view and/or experience something together. 

(1993, p. 441). 
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It is this coming together into the theatre of the everyday ordinariness of people's lives, 

with its public presentations, its street corner and office 'mundaneness', its gesturing, 

uttering and posturing and its foregrounding of contradictions, which is the hallmark of 

Brecht's theatre and theoretical practice. Brecht's purpose, as mentioned earlier, is to 

place a different improved apparatus at our disposal (Benjamin, 1978). It is an apparatus 

that begs to be reworked. 

Garry, like Brecht, is sending a message, holding something up to the audience. As I see 

it, both Garry and Brecht are saying: 'Come, let me present to you and show you an 

event by showing myself', which is a typical Brechtian gestus. 'Know how to observe, 

do not observe badly.' 'Remain wide-awake observers, not passive consumers.' 'Let me 

energise you and arouse your capacity for action. ' 'Gesture to me, falsify my actions'. 

'Discover for yourself. Do you see? Do you understand now?' 'Allow me to astonish 

you and startle you into a fresh awareness of your own thinking. Meanwhile, don't 

expect me to make things easy for you. You have work to do. You, too, are producers 

(authors) and readers of text. ' 

Here, we can see how the production and reception of text has been overhauled via the 

gestus of showing. I am no longer a passive consumer of text as in traditional theatre; no 

longer supine, motionless and in a trance (Belsey, 1980), you, the reader, and I are 

invited to become an active producer of meaning. In this way, as Brecht (1964, p. 31) 

reminds us, ' a collaboration that develops between the participants and the apparatus' is 

formed. As a result, 'the apparatus itself becomes a text for the exercise'. It serves as 

vital research agenda, as Dolan (1993) alluded earlier. 

For Brecht (1964, p. 34), 'the avant garde are not interested in changing the apparatus', 

because they think they have at their disposal an apparatus which will serve up whatever 

they freely invent, transforming itself spontaneously to match their ideas. In Brecht's 

view, this familiar old apparatus keeps on fulfilling its function, with or without them. 

'The theatre plays every night.' For Brecht, this is the antithesis of his own style of 

theatre. 

These are the themes that are explored in the work of Elin Diamond's (1997), 

Unmaking Mimesis: Essays on Feminism and Theatre. In her gestic feminist criticism of 
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conventional mimesis in theatre, she argues that Brecht's dialectical imagery or gestus 

theorises the workings of an apparatus of representation. By the tenn 'apparatus' she 

means the several related aspects of theatre production: the physical machinery and the 

properties of the stage, and the social, psychic, and ideological relationships between 

text and stage and audience (p. 58). For Diamond (1997, p. xiv) gestus is a critical tool 

in itself, fashioned in the specificity of theatre. With Brecht, she explains, we get a very 

different mimetic system, which denotes the activity of representing and the result of it. 

In other words, it is both a doing thing and a done thing, a generative, embodied activity 

of representing. Like Jameson, Diamond acknowledges that Brecht's gestus permits an 

audience to read and experience text differently. As Diamond asserts: 'It pulls us out of 

our .fixity.' 

Exploring the Brechtian possibilities for doing educational research differently, 

Jameson (1998a) makes the observation that Brecht's drama 'works us' by enacting its 

theoretical messages not by prescribing them, but by showing people how to think and 

how to begin searching for answers, so that they might be energised into a sense of 

multiple possibilities. According to Jameson, Brecht's methods offer a 'showing of 

pedagogy'. It is 'an actual fonn of praxis itself, which unfolds on the stage before us.' 

In Jameson's view, through the 'gestus of showing' Brecht presents us with a (pulsating 

allegorical process', that encourages spectators and readers alike to think about the 

production and reception of text in a totally different way (p. 223). The crux of 

Jameson's argument, is that Brecht's practice only 'works us' when gestus becomes a 

method in itself. It is this notion of allowing the gestus to generate the method and not 

the reverse, which, for Jameson, lavishes us with a bounty of possibilities of 

representation and a multiplicity of social realities. Brecht's gestus as method is itself a 

teaching of practice. What emerges is the capacity of the actor to restructure our 

imaginary representations. Jameson (1998) claims that this gives us an allegorical level 

without the practical exercise, in both of which we ourselves, as researchers are able to 

become involved. When we consider Brecht's gestus as method, Jameson reminds us 

that we get new technologies of production and productivity within activity itself. The 

lessons of the play emerge in the 'doing' . 

The usefulness of Brecht's theatre and practice, especially in doing educational research 

differently, lies in its potential for offering new technologies of knowing and the 
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application of alternative 'perforrnativities' of production, new modes of description 

and new possibilities for action that are at the same time generative, ethical and critical. 

However, Brecht always intended his theories to have application beyond the theatre. 

According to theatre theorist Martin Esslin (1980, p. 52), Brechtian theory seems to be 

pointing to ' an instrument of scientific inquiry, to an experimental laboratory of human, 

social and political behaviour'. Brecht teaches us how to affect the break from the 

'imaginary' of western dominant and hierarchical closed systems of knowledge, to 

explore spaces of opportunity leading to unlimited ' imaginative' possibilities. 

By accepting the invitation and ' stepping out' with Garry and Brecht, have I not already 

made that break? Have I not already abandoned conventions of the dramatic 'theatre of 

illusion'? Perhaps, I am being too hasty, for as Whitaker (1977, p. 91) says, ' it is not in 

the nature of things possible for a person to take in a Play fully until [s]he is in complete 

possession of its themes' . If Whitaker is right, then my work has just begun. I must 

continue to allow my~elf to be 'interrupted' , to be shocked-to recognise that, in the 

writing and the doing of research, I constantly need to be holding up a storyboard to 

myself and also to allow others, like Garry does, to hold a big video screen up to me at 

the margins. As I learn new ways of doing educational research I am reminded of 

Garry's story in Chapter 1, where in order to sharpen a chisel it has to become part of 

your arm, integrated into my ways of being in the world. The discordant nature of 

gestus and the 'estrangement effect' shows how easily one might slip back into 

repeating the same, and becoming merely an artisan again. Just as the gestus never 

finishes I will continue to change. 

Returning to the questions posed at the beginning of the chapter, we can now safely say 

that Brecht does provide a different approach to critical procedure that allows me to do 

things differently He places an improved apparatus, a completely different methodology 

at my disposal. Now it is a question of what to do with this new apparatus, this new 

methodology. 
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Concluding comments 

Brecht brings my attention to a new way of reading text and hence a new way of 

thinking about and doing educational research. He brings my attention to new aspects of 

language and a new way of re-imagining my world in a way that was previously 

unavailable to me within the traditional analytical framework of empirical inquiry. As I 

embrace different ideas and new concepts, I am now suspicious of coherence, rationality 

and closure of dominant narrative structures. 

Via the narrative concept, the 'gestus of showing', and by incorporating contradiction, 

'estrangement', juxtaposition and montage into the writing and acting of his own 'epic 

theatre', Brecht redefines relationships: that is, relationships between people and texts 

and also the playing out of new conceptual divergences. Specifically, he focuses 

attention on the production and reception of text and the importance of the reciprocal 

relationship between actor and audience, between author and reader. His texts also 

'work us' by evoking new conceptual arrangements, a new interplay of diverse and 

disparate connections that would ordinarily not go together. 



CHAPTER4 

Mixing up an Exquisite Dish 

Staging the Drama of 'Impossible Possibilities' 

I trust that the fact of your knowing all these dishes are simple, and have been 

successfully made in the Model Kitchen of Our Better Housekeeping Bureau, will 

give you confidence before you commence to experiment. (Alison Irwin, Better 

Housekeeping Bureau Cook Book, Victorian Housewives Association, 1942, p. 3) 

Introduction 
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What is 'playing' at 'the theatre of absurdity' tonight? I am reminded that if I am to 

learn new ways of doing research, then perhaps I ought to go to a performance of 

absurdity, ifI am to be in 'complete possession of its themes' (Whitaker, 1977, p. 91). 

The way actors, playwrights, artists, philosophers think about and draw together various 

divergent conceptual themes have direct relevance for ' doing educational research 

differently'. As Bruno Latour (1990, p. 24) remarks, 'If you want to look at what draws 

things together in different patterns of relationship then look [for yourself] at what 

draws things together' , in particular, 'the way in which someone convinces someone 

else to take up a statement and pass it along.' By studying Bertolt Brecht's theories of 

theatre production I have already begun to contemplate the act of 'playing out' new 

conceptual themes and divergences that are usually off limits within conventional 

research frames. 

In-this chapter, my purpose is to throw the spotlight once more on Garry and to focus on 

the way he draws things together. By means of his unique methods, Garry, directs my 

attention to a field of knowing, a conceptual ordering quite different from those repeated 

theoretical and practical activities that are familiar and available to us in our usual 
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intellectual forms of inquiry. In a practical, and yet complex ambiguous and often 

incomplete way, Garry points to ways of drawing together a collation of diverse 

elements from disparate fields that normally do not go together in order to make rich 

conceptual mixtures or 'circuits of disparate connections' (Strathem, 1991, p. xx). This 

process is not whimsical. Garry himself claims: 'I know exactly what I am doing.' 

Garry provides from within a reading of his text, an enactment of 'the theoretical stakes 

of my project' (Kondo, 1990, p. 33). He knows how to play the game of drawing 

together a hodgepodge of fragmented, disparate connections- partial, tentative and 

fragile-to form what seems to be an (un) merged, unordered yet dynamic assemblage 

of conceptual themes. This is Garry's approach to science. According to Gilles Deleuze 

(1995), Garry shows us some kind of new multiplicity we have not yet identified. 

Deeply implicated in this process is the way language is used to convey a different truth. 

In doing say, Garry challenges many of the assumptions embedded in my thinking and 

current practices, thereby opening up a new field of possibility to reorient my thinking 

about the imperatives, processes and conduct of educational research and intellectual 

inquiries. 

Even so, several questions immediately come to mind. What is the nature and make-up 

of Garry's conceptual mix? How am I to articulate and give shape to these new strange 

conceptual arrangements that Garry blends and displays? What does he intend to gain 

by amalgamation and what methods does he use for the mix? 

Play: An Exquisite Dish 

The setting: The scene is the studio in the Media Centre at Garry's University. Garry is 

about to make a short video tape recording to use in a forthcoming research seminar 

presentation. The studio audience is made up of a handful of interested and curious 

students and lecturers from 'Creative Arts: 'Education' and 'Management'. Two 

uninvited representatives of the Vice Chancellor's Committee for the 'Excellence in 

Teaching and Research Awards' slip in through the side door unseen. The studio is in 

partial darkness, the delicate fragrance of freshly chopped ginger and herbs loose on 

the air. On the tiny stage, the flicker of a gas flame beneath a wok casts a distorted 
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silhouette of the two players against a backdrop, obscuring the projected video title. 

Tchaikovsky's 'Waltz of the Flowers' from 'The Nutcracker's Suite ' can be heard faintly 

in the background. 

GLEN, THE STAGE MANAGER [quietly]: Everyone ready? Five, four, three, lights, 

camera, action! 

GARRY [ caught unawares, he is breathing in the delicate aroma of chopped ginger 

simmering in the wok. He turns to the researcher and whispers noisily] : Got any olives? 

RESEARCHER [she is slicing through the last of the vegetable. She looks up, puts 

down her knife, wipes her hands on her apron] Hang on, hang on. [Rummaging 

desperately, she turns to Glen and draws her index finger across her throat 

apologetically]. Cut! I've forgotten my cue cards! 

GARRY [unashamedly]: Don't worry. What we were talking about earlier? You 

know-the necessity to be able to 'fit with the tensions of not knowing'. Before, you 

would have called it 'vagueness'. [His wry smile draws nervous laughter from the 

audience. The two members from the Academy remain stony faced and silent]. 

RESEARCHER [she has not heard Garry's comment. She pauses, blinking in the strong 

light] : Okay. Glen! Let's try again! [The lights go up and the large caption on the 

backdrop is now visible. It reads THE IMPORTANCE OF BEING VAGUE! Garry 

gesturing, looking back, looking forward, draws more muffled laughter from the 

audience] . 

GARRY [he is totally loose, relaxed and tosses the vegetables into the wok and stirs. 

He turns to the researcher]: I'll tell you a story. As I see it, there's creative tension and 

there's destructive tension. [ The vapours envelop him as the soy sauce hits the pan with 

a hiss. The fragrances are enticing]. 

RESEARCHER: Yes, that's right. You were saying? [Her voice fades, interrupted by 

the beep of the rice cooker] . 
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GARRY [He resumes his story while he places the olives in a bowl]: It's the creative 

tension of when I am actually able to explore what I don't know and what I do 

know in order to come to what I don't know. And it's the creative tension in the 

process of developing whatever the product might be. And it's the creative tension 

of being able to 'sit with the pot' and 'hold the pot' while all the ingredients go in. 

God only knows, beforehand, what ingredients are going in. 

RESEARCHER [she is silent and tosses the cubes of marinated tofu in an oiled pan. 

She looks up and contemplates what Garry just said with a certain objectivity]: Explain 

what you mean by that. 

GARRY [ enthusiastically to the researcher, keeping the audience in a critical frame]: 

Look. You're a cook like I am. I don't know about you, but I've been lying in bed at 

night thinking about a dish that I might cook. It has generally been something that I 

want to cook for someone special. It's giving a gift, the spiritual gift of giving, sharing 

food, and it is looking for that something that's going to be exquisite. 

RESEARCHER [she folds the cooked tofu and chopped coriander through the contents 

of the wok. She whispers anxiously]: This is ready. 

GARRY [he lays out the bowls and chopsticks on the bench elegantly but noisily]: And 

it is the tension of going through the creative-imagining of what the ingredients are and 

going back through probably every dish that I have ever eaten, thinking: 'What is it?' 

'What's the combination and what's the order of things' ? 'What's the combination of 

things that I haven't tried that I could put in that would bring this from just a nice dish 

to an exquisite dish'. [The spoken dialogue is interrupted by a question from one of the 

lecturers asking if there is a recipe. Garry feigns humility] I'll post it on the web-site. 

GARRY [he pauses and then resumes his story]: If I want to share that exquisite dish 

with someone, I want to eat it as well and experience it, and that leads to going into the 

kitchen, getting all the things I need, trying to buy the ingredients when I don't know 

what the ingredients are, actually breaking open things in the shop and sniffing, and 

trying to work out: 'Will that sniff transfer into taste? At what point do I put the basil 

in?' [GLEN begins the one-minute count down signal]. 
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RESEARCHER: So it's not the ingredients so much as ... 

GARRY [interrupts confidently]: That's right. I am not getting carried away with the 

ingredients, but the combinations. It's about learning to hold the tension, to hold the 

pot. The actual tasting and eating of the dish when it is all finished-that's not the 

creative process. It's the actual creative process and the joy of doing it and then the joy 

of sharing it. So it is a movement thing. Otherwise I could have photographs with sniff 

tastes. [He turns to the researcher and the audience to check their verdict]. Do you 

lmow what I mean? Is that how you see it? 

RESEARCHER: Yes. Definitely. 

GARRY [he reaches for the serving spoon]: So, it is all those sorts of things and those 

combinations of things, and it is the actual sharing of it. It is not the actual product. 

GLEN [signalling]: Five, four, three, two, one, cut! [Ine lights dim as the audience 

rushes down to share the fooa]. 

Epilogue: The two members of the Academy, unseen, slip quietly out the side door of 

the . studio. One representative mutters sarcastically to the other: 'What was all that 

about?' The other replies: 'I have absolutely no idea old chum!' Next day Garry 

receives an e-mail message from Susan the new lecturer in the Division of 

'Quantamania', with the message, that instead of the recipe, Garry had inadvertently 

posted obscure poetry. The poem he 'inadvertently' sent reads: 

Hair of bat 

Wing of dog 

Scale of snail 

Fur offish 

Combine them together 

For an exquisite dish 
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Garry, upon reading Susan's message, chuckles quietly to himself and returns to his 

work. Meanwhile back in their executive suite, the two Academy members meet to 

consider the nominations for the Vice Chancellor's Excellence in Teaching Awards. 

Attached to the front of Garry's application is an e-mail message. It reads: 'There is no 

room for his kind of work at this university', signed Susan. 

Playing out a new conceptual divergence 

This Play introduces me to a different conceptual mix as well as a new language that 

allows me to verbalise the mix. Garry's vastly different way of thinking about and 

actually performing the mixing and joining, is governed by a different mode of 

production and conceptual determination from the norm (Lefebvre, 1991, p. 419). What 

is distinctive about Garry's method of mixing is that he invents different rules of 

connection that draw on the constructive moments of a dialogical, transitory and 

functional unity that changes according to the relationship and collaboration of 

participants and the context in which it is played. The rules of connection are 

determined beforehand, but are contextual. 

Referring to his own style of mixing, Garry observes: 'This is a mixture that is not 

getting carried away with the ingredients, but with the combinations of ingredients.' 

Garry is quite adamant: 'I am deliberately looking for the joining, I am 'a neuron-joiner, 

a proto-worker of neurons.' Garry maintains that what is especially important is the 

implication of the joining process and the 'shared relationship spaces'. 11:1 this regard, as 

Garry observes, what is vital is 'how to use that shared space' and 'how to re-energise 

and shift the relationship spaces so that the energy can flow.' This is vastly different 

from the conventional frames of conceptual ordering dictated by a static order of 

predetermined theoretical categories and rules of connection based on 'simple location' 

(Castoriadis, 1987, 1997; Lefebvre 1991; Stevens 1951; Whitehead, 1932, 1938). 

This new mode of conceptual organisation is only understandable in a particular 

relationship; it is so insubstantial, tenuous and delicate that if I were to try and pin it 

down or to touch it, it would break and crumble in my hand or vanish in my head. 

Accordingly, it is disjunctive and 'partial' or incomplete, tentative and fragile. This is 
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quite different to the rules of connection determined by a scripted static narrative of an 

"outside reality', 'the static order of connectedness' (Shotter, 1996) within our traditional 

frames of empirical inquiry. 

In addition, Garry provides us with a different language with which I can speak of my 

new conceptual mix and integration-a language replete with metaphor, movement, 

spaciousness, intensity, circularity of ideas and 'betweeness'. It is a language which is: 

'Fitting with the tensions of knowing and not knowing'; 'Understanding the creative 

tension of sitting with the pot-holding the pot'; 'Re-energising relationship spaces' so 

energy can'flow' and so forth. 

With the new theoretical and analytical concepts still in the early stages of development, 

there are elements, which are not yet fully grasped or properly understood. Further 

theoretical guidelines will be required to comprehend these new concepts 

Concluding comments 

Through the presentation and analysis of a Play from 'the educational theatre of 

absurdity', substantial progress is made toward establishing a newly acquired 

conQeptual arrangement. Consequently, I am now better able to give this new 

conceptual mix more shape and better able to comprehend its essential nature. Garry's 

message has implications for the way I am to conduct my research inquiry. A new 

discourse in educational research calls for a change in thinking; it calls for a change in 

focus from the static, externally related assemblages of parts with pre-determined rules 

of connection to an unordered, un-merged assemblage of connections that are disparate 

and partial. In other words, there is a switch in focus from images that are "too near, too 

clear to images that are: "Yet not too like to be too near, to clear, saving a little to 

endow, our feigning with the strange unlike' (Stevens, 1955). To reiterate, I claim that 

the latter combination is a union that is determined by the rules of the constructive 

moments of a community of language users and practitioners. 

With my theoretical and analytical concepts in the early stages of development, there 

are still elements of this new mode that I have not yet fully grasped or properly 
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understood. There is a need now for further theoretical guidelines for comprehending 

these new concepts. 
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CHAPTERS 

Towards 'The Oneness - in Multiplicity of Folly' 
Photomontage and Other Strange 'Concatenations' 

Hair of bat 

Wing of dog 

Scale of snail 

Fur offish 

Combine them together 

For an exquisite dish 

The question is not, what is the recipe? Instead we need to be asking; what form 

does this exquisite dish take? What is the purpose of mixing together the 

ingredients in a certain way? When do we put the ingredients in? How and to what 

effect? Who benefits and who does not and so what? How do we discuss it and 

with whom? How do we re-present it? And what is a language to speak of it? 

(Garry, 2001) 

Introduction 

In the previous chapter we witnessed Garry's metaphor of mixing ingredients and 

cooking 'an exquisite dish'-a performance piece that seems to contain a germ for a 

new direction for 'doing educational research differently. Garry's play is a form of 

gestus. As both an observer and a participant I Imow that I am at a crossroad; I can 

either run back to the old formulae of research-I can recognise a new direction but use 

the old tools to explain the concepts and thereby return to what was-or, I can remain 

open to the 'play'. 
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I choose to remain open to Garry's 'play', in the spirit of a Brechtian participating 

observer, and look to a range of theorists that resonate with the ideas contained in the 

metaphor of the 'exquisite dish'. Therefore, in this chapter, particular attention will be 

paid to the new conceptual arrangement that is touched upon in the Play. In particular, I 

want to explore concepts, such as 'patterns of relationship' with 'mutuality' and 

'connections partial' and 'betweeness', as well as the idea of 'a oneness' or 'assemblage' 

being simultaneously a multiplicity variously described as ' the oneness - in multiplicity 

of folly' (Chesney, 1982, p. 212) or 'the manyness-in-oneness' (James, 1967, pp. 325-

326). These concepts concur with Garry's 'mixing up' metaphor. 

Private reflection: a thinking space between the gestus and future action 

Armed with Bertolt Brecht's theories of theatre production and with various insights 

gained from within the context of reading and writing Garry's plays, I have made a 

considerable advance towards establishing the building blocks of a new conceptual 

formula. However, with my new theoretical and analytical concept still in its early 

development, there are elements of this new mode I have not yet fully grasped or 

properly understood. I anticipate that neither the usual empirical methods nor the nature 

of language and the words of the discourse of educational research, which Merleau

Ponty (1998, p. 130) refers to as a 'presumption of signification', will be a possible 

route to investigate this new concept. This I believe, would be a dehydrating process 

that would return me once again to a wisdom I already know and have rejected; it would 

kill the possibility of evolution even before I begin, and a truly critical process would 

once again remain elusive. Therefore, refusing to be seduced by such a narrow 

conceptualisation, the new activity that I am now compelled not to launch myself into 

'theory using', but rather into Norwood Russell Hanson's (1958, p. 3) notion of 'theory

finding' or 'theory-making': 'Seeing theoretically', he calls it. I am compelled to pursue 

this, to deal with my 'stuckness' to become unstuck. I can hear Garry chanting: 

If nothing changes, nothing changes, and if you keep using the same tools in the 

same way, you will only see what you have already seen. To see differently you 

need to become willing to see differently. In order to act differently you need to 



become willing. It's all about you avoiding 'insanity' by not repeating what doesn't 

work for you. (Garry 2000) 
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I have paid attention to the gesturer and my interrupted private thoughts continue. New 

theoretical perspecHves are required to evolve my thinking and knowing, which demand 

that I 'play' differently. I still don't feel comfortable with 'playing' differently, with 

taking the risk to 'step out', but I have 'stepped out' now, and I will call my kindred 

spirits into my experiment to support me in my evolution. Gilles Deleuze (1995, p. 103) 

is quite right: 'Stepping out' is indeed 'a perilous act'. 

My analysis will focus on the writings of a few key theorists who have shaped my new 

conceptual divergence: vis, the educator and philosopher, Alfred-North Whitehead, and 

his theories on 'mutual relatedness'; other contemporary writers who have interpreted 

the work of Whitehead, including the philosophers, Gilles Deleuze and Henri Bergson, 

and the critical social theorist, Robert Cooper. I shall also explore the various ways in 

which my newly acquired conceptual divergence is interpreted and restaged by other 

theorists in the field of cybernetics including, Janet Howorwitz-Murray's (1997) 

'kaleidoscopic storytelling system' or 'multiform plot'; in the visual arts, David 

Hockney's unique 'photocollage' or 'photomontage' painting technique. 

But what about language? Garry and Brecht, along with a host of other theorists; John 

Austin (1975); Norwood Russell Hanson (1958); and Benjamin-Lee Whorf (1956) for 

example, constantly talk of the need for a new vocabulary of methodology to change the 

culture of research. Language and research are unavoidably linked. I need to avoid 

falling into the trap of using the 'wrong words' (West, 1999).14 Now is the time to start. 

This chapter also includes a brief discussion of a new language through which I seek to 

organise my thoughts and experiences as a researcher. It concludes with a few remarks 

on how research can move forward in ways that are not possible within conventional 

research frames. I shall now begin to tease out some directions and potential openings 

that this 'different way' evokes and how such a conceptual reorientation assists me in 

14 Katharine West, personal comment, 21 September, 1999. 
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working towards my goal of thinking through issues of research and critical practice 

that other discourses try to close down. 

A different mix? 

Through Garry I have been introduced to a field of knowing, a theoretical orientation 

and practical reality quite different from my usual mode of intellectual inquiry and 

standard form of analysis. By participating in the Play, An Exquisite Dish, I have 

already taken a step towards making some sense of a new mode of conceptual ordering. 

'Through its enactment', as Henri Lefebvre (1991, p . 67) would say, 'this mode has 

'validated its own coming-into-being.' 

So what is Garry's mix? 'Hair of bat. .. !' As stated in the formality of my conclusion in 

Chapter 4, the mix seems to me to be a 'participatory, dialogical mode of ordering, a 

collation of disparate :fragments drawn together to form an un-merged, unordered and 

yet dynamic mix of conceptual fields of knowledge'. There does not seem to be any 

order that I can grasp; it is an order that is elusive and yet it is a dynamic mix. To order 

would take away the dynamism? But what are the new rules that allow this new mode to 

work? Nothing within my conventional frame of thinking resonates here. 

Underlying this new mode there seems to be a set of different self-styled conceptual 

determinations and a set of new rules of combination and connection that apply more to 

alternative patterns of arrangement rather than separate discrete objects-locked together 

to form a harmonious ensemble. 

When I look beyond the Play and draw on my own expenence in Garry's gestic 

performances, I can conceive an arrangement that draws on the constructive moments of 

a dialogical, participatory, transitory and functional disunity that changes according to 

the relationship and collaboration of participants and the context in which the Play is 

performed. The new conceptual arrangement is functional and indivisible only at that 

particular moment of use and only in that relationship. The connections are described as 

'partial' because the parts are incomplete, dispersed, tentative, fragile, and always 

'becoming' (Deleuze and Parnet, (1987). Complete totalities are denied. 
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Garry integrates absurdity, folly and pretence within his work to facilitate the 

'relationship space' which enables people to engage with and depart from the 

conventional ways of thinking. Just as there are transgressive journeys which are typical 

of the countervoyages and subversive genres which include irony and parody (Bakhtin, 

1968; Chesney, 1982; Hutcheon, 1985; Mulkay, 1985; Rabelais, 1954; Stallybrass, 

1986), Garry's interpretation of the world is not based on hannony and certainty, but is 

aligned with the nuances of the absurd. This is the kind of creative activity that 

Elizabeth Chesney in The Countervoyage of Rabelais and Ariosto (1982, p. 212) 

describes as 'the oneness-in-multiplicity of folly', by which she means, 'a oneness' that 

is neither a unity or 'a single artistic furor', but instead a 'multiplicity' made up of 

disparate connections (p. 173). In Chesney's, terms, folly serves to question the sense 

and sensibilities of comfortable institutions, 'those inessential edifices which lull man 

into unconsciousness' (p. 195). 

The idea of a ' oneness' being simultaneously a 'multiplicity' is also the way William 

James (1967, p. 324) reads the world. In his scathing critique of the traditional rational 

approach of western philosophy, James advocates an 'each form' conceptual 

arrangement or what he calls a 'concatenation', whereby things that have no immediate 

or essential connection are brought together. This mode of conceptual ordering he 

describes as 'the manyness in oneness', what he sometimes refers to as a ' strung along' 

type or 'synechistic type' (pp. 325-326) that is intrinsically irrational, self-contradictory 

and absurd. James believes that conventional modes of intellectual inquiry, which he 

calls the 'all form' of conceptualising is a 'rational block universe' to -be suspected

entire, unmitigated, complete. 'Mono ism', he argues, 'allows for no such thing as "other 

occasions" in reality' (pp. 323-324). 

I concur with these views. The idea of thinking in terms of something that is neither a 

unity nor a totality nor a single entity, but instead a 'multiplicity' of sorts - 'the oneness

in-multiplicity of folly', 'a manyness-in-oneness', a 'strung-along' method of joining 

conceptual themes is analogous to the direction where my newly acquired conceptual 

divergence is headed. This different way of thinking is in total contrast to the dominant 

trend in Western science, a trend that favours harmony and totality and denigrates, 

suppresses and marginalises multiplicity, contingency and incompleteness. 
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Why must I abandon the 'tried and true' for the 'new and equivocal?' 

What am I to make of the divergent concept of 'the oneness - in multiplicity of folly' or 

'the manyness-in-oneness'? Is not a 'oneness' that is also a 'multiplicity' a 

contradiction? What is the critical function of invoking this 'different way', this new 

form of inquiry and how does it differ from traditional methods of interpretation? 

While the make-up of my new conceptual divergence is still unclear, it is already 

tending away from the narrow logic which is based on the principles of a fixed unity or 

totality and which Robert Cooper (1998, 123) aptly describes as 'a collection of units 

into an aggregate in an overarching whole'. The narrow formulae is based on a-priori 

ordering determined by category (Castoriadis, 1987, 1997), consistency and 

cohesiveness (Lefebvre, 1991), and by simple cause and effect relationships. This cause 

and effect mode of thinking is in stark contrast to Garry's conceptual mix. 

The dominant trend in western science, a trend that is extremely powerful and effective 

in studying those phenomena that can be seen as things; entities that can be identified 

and variously described in terms such as 'separate real wholes', 'fragmented totalities', 

'divisions of constituent parts', 'static assemblages' and 'assemblages of pre-existing 

parts' (Bergson, 1911; Cooper, 1998; Deleuze, 1995; Latour, 1990, 1999; Lefebvre, 

1991; Williams, 1997). Such narrow conceptualisation is seen as degenerative and 

totalising, a fragmentation of a positivistic discourse, which Julia Kristeva (1984) refers 

to as a scripted narrative that reduces everything to formalism and closes down other 

alternatives, and which Judith Butler (2000) in her critique of Hegelian theories of 

universality, sees as a narrow view of 'universality' that is based on a static presumption, 

an a-priori given'. 

The static assemblage of ideas ignores what goes on in the spaces between the separate 

parts, elements or moments, including the resonances and suggestions, the mutuality of 

the separate parts, the movement and circularity of ideas, the intensities that occur at the 

junctions of juxtapositions, the imaginative dynamism and 'impossible possibilities' 

when a collation of disparate connections are assembled in all sorts of imaginative re

arrangements. 
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The static mode of conceptual ordering is described by Henri Lefebvre (1991 , p. 9) in 

The Production of Space as 'fragmentation, separation and disintegration', a form or 

function or structure made up of endless divisions ad-infinitum, each segment piled one 

on top of the other. Such a mode of production, he argues, is a suspect multiplicity. It is 

a trend that is 'subordinated to a centre or to a centralised power and advanced by 

knowledge which works as power's proxy.' In Lefebvre's view, the focus of attention of 

this mode of production is governed by a set of conceptual determinations to do with 

'things' and 'use'. For Lefebvre, the deeply ingrained ideology of productivity compels 

researchers to look for what he refers to as 'the production of things in space' instead of 

the actual production of space, by which he means physical, mental and social space. 

Accordingly, the dynamic exchange of ideas between elements and social relations is 

largely overlooked. 

Quiet please! A new 'strategem' is being 'conveigh'd' 

Garry has highlighted for me the practical realities of the degenerative mode of 

organising under attack here through his interpretation of Alice's Croquet Game. Let us 

recall this moment in part: 1 
• •• And nobody wants to be playing this game, and then the 

Queen comes along and says: "It will be off with your heads if you don't play croquet". 

And this is the playing field we are in.' 

The new mode of conceptual ordering that I am concerned about here is a 'strung-along' 

commingling of parts or fragments that resists completion and unity; it is always 

constantly and continually breaking apart and re-attaching in new combinations. As 

Robert Cooper (1998, p. 125) aptly describes this process, this is an assemblage where 

'parts join and separate at one and the same time and in which unity only seems.' It only 

seems or appears to be a unity because it is 'non-localisable, transient and transitional -

it always moves between parts in a non-completable whole that is destined always to 

remain a hole or absence' (p. 169). Accordingly, in this 'different way', objects, things, 

elements or precise terms are not the focus of attention, but it is the relations between 

the parts due to the simultaneous separation and joining. The significance, as Cooper 

(1998, p. 169) puts it, lies in the 'combinational possibilities for the disassembly and 

reassembly of new forms and patterns' (169). 
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Garry provides me with some practical examples of such combinational possibilities. In 

the media studio at Garry's university Garry and I as researcher, mix up a metaphoric 

dish. In reference to his unique style of mixing, Garry insists that it is most important to 

observe the different 'patterns of relationship' that are created and the 'relationship 

spaces' that emerge when things are held together in tension. The separate ingredients or 

the finished products are not important, but 'the combinations and the energy that flows 

in the co-operative relationship spaces that are created between the joining'. The 

connections are only partial. In Garry's view, to achieve this, it is necessary to create 

tension between the joining, to hold things together in tension, to 'sit with the pot' and 

'hold the pot' while all the separate ingredients go in. 'God knows beforehand what 

ingredients are going in', he argues. It is always a participatory, dialogical process. 

Cyberbards and kaleidoscopic storytelling systems 

There is another path to comprehending 'the oneness - in multiplicity of folly' or the 

'manyness-in-oneness' by way of the unique narrative patterns generated in the mutable 

world of cybernetics. Janet Howorwitz-Murray (1997, p. 282), for example, in Hamlet 

on the Holodeck, outlines such a development with her ideas of a kaleidoscopic 

storytelling system. In a kaleidoscopic system', she says, 'it becomes possible through 

the user's actions to create unforseen combinations of elements and to see multiple 

patterns. And in such a system, or "multiform plot", or "cyberbard", just by a twist and 

turn of the kaleidoscopic lens, the colourful pieces always interlock into a 'narratively 

meaningful picture'. It is always open to the collaborative participation of the user, the 

interactor. Accordingly, new meaning is generated for every run of the program. 

However, it is only functional at that particular moment of use. This concept of patterns 

of movement of parts or fragments that continually reconstitute themselves m a 

simultaneous, merging, 'unmerging' capacity captures the essence of my new 

conceptual divergence in this study. At the same time, it is important to recognise that 

Murray's kaleidoscopic system will eventually run its course, because it does have set 

boundaries and limits and predetermined patterns and shapes. There is possibility of 

gestus within set limits. 
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In 'the manyness-in-oneness', dialogue is seen as the main linkage ofreciprocal relation 

between 'partial connections' that come and go simultaneously. By dialogue, I refer to 

the actual generative process of language in concrete verbal communication, in people's 

responses and reactions to another's utterances in everyday communications. This is in 

total contrast to Valentin Voloshinov (1973) in Marxism and the Philosophy of 

Language when he describes 'the abstract system of linguistic forms and isolated 

monologic utterances of abstract objectivism' (1973 p. 94). Voloshinov observes that 

verbal interaction, which is the basic reality of language communication, can never be 

understood and explained outside concrete verbal communication and from the common 

ground of production and communication itself. The language of dialogue can never be 

divorced from the immediate 'social event of verbal interaction in an utterance' (1973 p. 

94) and the· broader social milieu surrounding individuals. In this sense, 'language 

acquires life in concrete verbal communication' (p. 95). For Voloshinov, dialogue 'can 

be understood in its broader sense, meaning not only direct, face-to-face, vocalised 

verbal communications between persons, but also verbal and non-verbal communication 

of any type whatsoever' (p. 95). This is the approach to language that has been adopted 

in this study. 

Re~taging the fragmented: Analysing the commingled 

Let us reconsider the questions posed at the beginning of this chapter: What is to be 

made of a new conceptual 'divergence' that I have established as a participatory, 

dialogical mode of ordering, a collation of disparate fragments drawn together to form 

an un-merged, unordered and yet dynamic mix of conceptual themes? What is the 

critical function of invoking the new form of inquiry? How does such a 'different way' 

of thinking bring into focus new ideas and permit a glimpse the potential openings that 

allows me to construct myself as an ethical subject engaged in ethical ethnography, 

'inspiring to read and write?' (Richardson, 2000, p. 939). 

I am now fully engaged in an activity which is also the generative process of restaging 

the fragmented and 'analysing the commingled' (Lefebvre, 1991 p. 413) to allow the 

evolution of new possibilities. The philosopher, Henri Lefebvre (1991) believes that this 

must be the underlying principle of any proposal to reframe unitary theory: 'It must not 
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be taken as implying that reasons or consequences, or causes and effects, are in any way 

confused or muddled on the basis of their spatial simultaneity or their more or less 

peaceful existence.' Put another way, unity favours stasis and harmony, whilst 

multiplicity is at home with instability and tension. 

My analysis of unitary theory is shared with other recent studies concerned with 

re-orientating or 'reframing unitary theory' (Butler, 2000; Haraway, 1988; Latour, 1999; 

Serres, 1997; Whitehead, 1930, 1932, 1938). Despite the difference in focus and intent, 

these critics reject the totalising theories and fragmentary practices of a positivistic 

discourse or dominant culture that lead to totalising practices and truths. Instead, the 

focus of attention is one that allows for analytical tension and a distinction between 

elements, factors, instances, that allows for the fragmentary, the juxtaposed, the 

contradictory, the transgressive, the vague, the absent and the unknown. 

When Elizabeth Chesney (1982, p. 112) talks of 'the oneness-in multiplicity of folly', a 

form she sometimes describes as a 'Rabelaisian voyage', she considers it to be a parody 

that works as a 'critical counter-voyage, neutralising each positive symbolism with its 

negative double to destroy both the medieval and Renaissance spirit of synthesis'. This 

is also how both Brecht and Garry 'read' the world; restraining dualities yield to 

oppositional relationships in a continuous and reversible flux. Tensions are invited, 

completed totalities are denied. Instead of being paralysing it is a science that breathes 

life which frees us to think about 'doing educational research differently'. 

There are certain key theorists who can further help to shape the way that my new 

conceptual perspective can be interpreted. My effort to reframe a unity theory is 

traceable to the influence of certain writers: Alfred-North Whitehead (1932, 1938) and 

his 'mutual relatedness' and thinking in 'diverse spheres'; Kenneth Burk (1964) and his 

'perspective by incongruity' and divergent 'methodologies of invention'; Nicholas 

Thomas and Diane Losche (1999) and their 'double vision' in art and colonial history; 

Walter Benjamin (1978) and his 'nonsensuous similarity', and the process of drawing 

together a 'montage' of ' connecting dissimilars'; Jean Gebster (1992) and his 'thinking 

integrally' and 'articulating the integral'; Gilles Deleuze (1990) and Robert Cooper 

(1998) and their 'assemblage', a multiplicity that resists unification or totality; and 

Michel Foucault's (1982) 'similitude', which multiplies different affirmations which 
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'dance together, tilting and tumbling over one another' (1982, p. 46). Common to all 

these theorists is their approval of certain key features, most particularly recognising the 

endless possibilities and rich potential opened up by the interplay of incommensurables, 

that is, the interplay of many diverse elements and values that have no immediate or 

essential connection (James, 1967, p. 324). 

Of the above theorists it is the philosopher-educator, Alfred-North Whitehead (1932, 

1938), who has had and still has the strongest influence on my own theorising. 

Although he does not use the term 'disunity in unity', nevertheless the notion of a 

disunity in unity' that is 'the oneness-in-multiplicity' emerges very clearly in his 

writings. As is evident in the work of writers such as Gilles Deleuze and Robert Cooper 

for example, Whitehead's theories are still very much at the cutting edge in today's 

rapidly changing world. Believing 'scientific materialism' to be abhorrent, Whitehead 

(1938, p. 230) outlines an aesthetic, cosmological doctrine, an alternative scheme that 

he describes amongst other things as 'a realm of alternative interconnected entities'. In 

Whitehead's view, in education, educationalists ignore this aspect of 'the interplay of 

diverse values' (p. 229). 

Whitehead's most sustained discussion of the concept of 'mutual relatedness' or 

mutuality with a betweeness that is mute, mutable and motile, takes place in Science and 

the Modern World (1932, 1938). In this work he outlines his alternative thesis of 

'unity', as he calls it, through examples taken from pure mathematics, quantum theory, 

science, philosophy and religion. Whilst Whitehead himself claims deliberately to avoid 

any specific discussion of epistemology, in my view, his alternative 'unity' theory is 

clearly an epistemological melee of substantial proportions. He argues: 'Unity' [theory] 

'knows the world and nature as a system of mutual relevance, it has its own unity as an 

event'(1938, p. 175). 'An event', says Whitehead, 'is the grasping into unity of a pattern 

of aspects.' For Whitehead, an 'event' such as we find in nature for example, or the 

forest or the human body, has knowledge of itself-it knows its own patterns of aspects 

and it knows the world as a system of mutual relevance. It does not need to be told the 

rules of connection. Whitehead pursues this line in relation to biochemistry: 

In biochemistry, the delicate adjustment of the chemical composition of the parts to 

the preservation of the whole organism is detected. Thus the mental cognition is 



seen as the reflective experience of a totality, reporting for itself what it is in itself 

as one unit occurrence. This unit is the integration of the sum of its partial 

happenings, but it is not their numerical aggregate. It has its own unity as an 

event This total unity, considered as an entity for its own sake, is the prehension 

into unity of the patterned aspects of the universe of events. Its knowledge of itself 

arises from its own relevance to the things of which it prehends15 the aspects. It 

knows the world as a system of mutual relevance, and thus sees itself as mirrored 

in other things. (Whitehead, 1938, p. 174). 
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Whitehead's thesis of 'mutual relatedness' also extends to the part-whole relationship of 

the human body. This unique relationship is spelled out in the following: 

The parts of the bodily event are themselves pervaded by their own enduring 

patterns, which form elements in the bodily pattern. The parts of the body are really 

portions of the environment of the total bodily event, but so related that their 

mutual aspects, each in the other, are peculiarly effective in modifying the pattern 

of either. This arises from the intimate character of the whole to part. Thus the 

body is a portion of the environment for the part, and the part is a portion of the 

body; only they are peculiarly sensitive, each to modifications of each other. This 

sensitiveness is so arranged that the part adjusts itself to preserve the stability of the 

pattern of the body .. . The relation of part to whole has the special reciprocity 

associated with the notion of organism, in which the part is for the whole; but this 

relation reigns throughout nature and does not start with the special case of the 

higher organism. (Whitehead, 1938, p. 175) 

For Whitehead, the human body is not an organic whole, but a !collection of parts' in the 

continuous pursuit of 're-collecting itself. It is part and whole simultaneously. It is 

always in the process of collection-dispersion-re-.collection. It is a part of and apart 

from simultaneously (Cooper, 1998, p. 110). Organisation theorist, Robert Chia 

15 'Prehend', an old translation meaning to seize, to catch, to apprehend, to take in, hold (The Oxford 
English Dictionary. 1933 Vol. Vl 11. London : Oxford University Press). 
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(1998a), in Organized Worlds provides us with an interpretation of Whitehead's mutual 

relatedness thesis. Chia explains this different interpretation in the following terms: 

But it [mutual relatedness] is more than simple mutuality. It' s the continuous 

movement of parts in a restless flux in which the separate identities of the parts 

give way to a mutual coming and going, uniting and separating; in which identities 

as self-contained units semble, seem (simultaneously a part of and apart from), 

feign, pretend. (Chia, 1998a p. 110) 

Chia argues that Whitehead's notion of 'mutuality', as he intended it to be read, cannot 

be reduced to an organisation of 'simple mutuality'. Instead, as Chia points out, 

Whitehead' s theory points to the complex relationship of an organism or an event as 

being a multiplicity, as being simultaneously a part of and apart from, like the seam of 

a gannent, for example. The result is a multiplicity that resists unification and a theory 

of unity that has different rules of connection. 

For Whitehead and Chia, multiplicity is a way of thinking comparable to Cornelius 

Castoriadis' 'magma' (1987, p. 211), which is a mode of organisation belonging to a 

'non-ensemblizable' diversity. It is also similar to the generative source that Bruno 

Latour (1990, p. 26) describes as 'assembling many allies in the one place', of drawing 

together elements that are 'mobile, and immutable, presentable, readable and 

combinable with one another'. Once again it is a betweeness with its relationship of 

interconnecting pieces that forever merge and separate. It is always beginning-again

and-again. 

Essentially Whitehead's 'mutual relatedness ' is Deleuze and Pamett's notion (1987, 

cited in Chia, 1998a, p. 112) assemblage, a multiplicity that resists unification For 

Deleuze, an assemblage is neither a unity nor a totality, but a multiplicity that actively 

resists unification. In a multiplicity the elements are not significant, but what is between 

a set of relations which are not separable from each other at a particular moment of use. 

Everything occurs 'in' the 'between' (Deleuze and Pamett 1987, p . viii). Deleuze calls 

this movement of the in-between a 'becoming'; it is not a state of being but always 'an 

ongoing' that never arrives anywhere, never completes itself. 'Becoming' denies 
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dualities. Friedrich Nietzche (1967, p. 377) in The Will to Power, also refers to the 

notion of 'becoming': 'Becomings must be explained without resource to final 

intentions; ''becomings" must appear justified at every moment or incapable of being 

evaluated.' 

A similar attitude to the notion of assemblages as a 'becoming' was anticipated almost a 

century ago by the philosopher, Henri Bergson (1911) in bis work Creative Evolution. 

His theories are still relevant today. For Bergson, the typical way of intellectualising 

about things, even when we witness extensive and creative 'becomings' in nature, for 

example, still leads to seductions by a single representation of 'becoming'. Bergson 

states (1911, p. 174): 'We are at ease only in the discontinuous, in the immobile, in the 

dead.' He writes: 

The trick of our perception, like that of our intelligence, like that of our language, 

consists in extracting from these profoundly different 'becomings' [that we see in 

nature, for example] a mere abstraction which by itself says nothing and of which, 

indeed, it is very rarely that we think. To this idea always the same, and always 

obscure or unconscious, we then join, in each particular case, one or several clear 

images that represent states and which serve to distinguish all 'becomings' from 

each other. .. an infinite multiplicity... [but it is] a becoming always and 

everywhere the same, invariably colourless. (1911, p. 321) 

Bergson believes that we are naturally predisposed to think in terms of 'mechanism' and 

'finality' rather than 'process' and 'creative evolution'. In Bergson's view (1911, p. xiv), 

our theories of knowledge and theories oflife, instead of joining each other in a circular 

process, travel in opposite directions. Thus, we fall into the habit of 'cutting up present 

reality, already evolved, into little bits no less evolved, and then recomposing it with 

these fragments, thus positing in advance everything that is to be explained'. This 

activity, he claims, is 'a negative becoming', a multiplicity of endless divisions. In 

contrast to these degenerative forms of inquiry that favour the 'mechanical and the 

intellectual', 'mechanism' and 'finalism' (p. xv), Bergsonian 'becomings' are profoundly 

different movements altogether. His 'becomings' give credence to the creative instincts 
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of thought patterns. These generative processes Bergson describes as 'extensive 

movements - qualitative, evolutionary, extensive' (p. 321). 

What about language? 

It can be seen that there is a striking concordance of language, image and meaning 

throughout a vast array of conceptual knowledge that resonates with the work of Garry 

and Brecht. Each of my moves outwards to other fields of 'play' reveals a mutually 

illuminating language of movement, discordance, flow and partial connections with its 

mutuality and 'betweenness'. This is a language that communicates the essence of the 

new conceptual mix under investigation. 

Whitehead's thesis of 'mutual relatedness' brings attention to terms or 'conceptual 

lexicons' (Chia, 1998a, p. 18), or 'live taxonomies' (Blackmur, 1952, p. 256), that avoid 

the usual categorisations of unitary thesis, linear construction, and hierarchical system. 

The language patterns of Whitehead (1932, 1938), include 'mutual relatedness', 

'reciprocity', 'multiplicity of relationships', 'events as patterned aspects', the 'flux and 

flow of things' and the idea of the 'creative imagination and aesthetic harmony that 

stands before the harmony oflogic'. 

This pattern of language used by Whitehead, Latour, Chia and others is similar to that 

used by Garry to describe his own educational processes in 'the theatre of absurdity': 

terms such as 'creating and re-energising collaborative relationship spac~s•, 'recognising 

the pattern', '.joining shared space', 'spinning the web of relationships', 'creating the 

tensions', 'mutuality of intent 'and 'co-operating for mutual benefit'. These terms are 

parallel to the conceptual lexicon of Brecht's 'playing space' , his epic theatre of 

relationship that bespeaks a list of terms: 'patterns of relationship', 'resonance', 'artistry', 

'style', 'montage', 'aesthetics', 'intensities', 'partiality', 'mutuality between juxtapositions' 

and 'reciprocity', to name just a few. 

In the world of cybernetics, we can see similar patterns of language use that provide us 

with a smorgasbord of conceptual themes and a new language to deal with my new 

conceptual category. These are described in terms such as: a mediatrix, with 

'betweeness' described as 'interstanding' (Taylor and Saarinen, 1994), and 
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'kaleidoscopic storytelling system' with 'multiform plot' (Murray, 1997). The language 

of 'patterns of relationship' with its 'mutuality' and 'connections partial' and the notion of 

'betweeness' is not just limited to performance art, social theorists and philosophers. It is 

also the language of visual artists and architects. There is much to be learned about the 

way others through familiarity and practice, have interpreted the concepts, 'mutuality', 

'connections partial' and 'betweeness' and put them to use. 

Discovering new patterns of explanation in the real via visual art 

Now I tum to the work of David Hockney and his 'photomontage' or 'photocollage' 

technique of painting. David Hoclmey's magnificent, gigantic vividly coloured oil 

painting on sixty canvases, A Bigger Grand Canyon (1998) in the National Gallery of 

Australia, is extraordinary. (See Figure 5.1 .) Although it is startling in its simplicity, 

there is something about this painting that energises a viewer into multiple possibilities. 

What is it? How does Hoclmey achieve such a sense of motion, of liveliness? The 

answer is revealed once the viewer turns around and notices on another wall of the 

gallery Hoclmey's 'photocollage' or a 'photomontage' (1982) of canyon photographs 

taken by the artist himself. As Figure 5.2. shows the numerous photographs, taken of 

the canyon at various times from different locations, have been overlapped to form what 

he also calls a pasticcio or another composition. The effect on canvas is remarkable. 

The painting that evolves from this process animates such intensity that we see a 

panoramic sweep that is not possible within our normal vision. 16 

16 David Hockney's photocollage, A Bigger Grand Canyon, has since been removed from the National 
Gallery of Australia and returned to its new owner, the glass artist, Dale Chihuly. 



Figure 5.1. David Hockney (1998).The Bigger Grand Canyon. Oil on 60 canvases 207.0 x744.2 cm. overall. National Gallery of Australia. 



Figure 5.2. David Hockney (1982). Photocollage: A Bigger Grand Canyon 
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Hockney (1986) in his book. Photocollages, likens the painting technique he employed 

to that of the processes at work in Chinese scroll painting, where different time 

sequences and different attitudes to space create a different whole. We have some 

measure of Hockney's painting technique in a description of Chinese scroll painting by 

George Rowley (1959, cited in Hockney 1986, pp. 22-23). Rowley explains that 

Chinese painting is not just an art of time; it is an art of space. It has 'spatial unity' and 

does not need to be experienced as a linear sequence. It is a work that is a space through 

which one may wander and a space that implies more space beyond the picture frame. 

Its dynamic relies on the arrangement and extended relationship of groups of motifs, 

and movement between motifs through intervals. The fixed space of scientific 

perspective on the other hand, he argues, restricts space to a single vista as though seen 

through an open door, thereby putting the experience of space into a straitjacket in 

which it is seen from a single fixed point of view. This limits our perception to a 

bounded quantity of space. 

All this leads to a second important factor Hockney is also aware of, namely the artist's 

attitude towards space. In Rowley' s view (1959, cited in Hockney, 1986, pp. 22-23), no 

matter how few the motifs or how simple the design, we must see it step-by-step if we 

are to apprehend all of its subtleties, because design in time does not arise from the 

shape of the format but from a unique attitude towards space. This technique of piecing 

together various interconnecting themes is precisely the technique that Hockney has 

used in his grid painting A Bigger Grand Canyon. Reflecting on this technique and the 

effect of the technique on the viewer, Hockney (1999, pp. 234-235) remarks: 'The effect 

of painting on a grid of sixty canvas panels makes you look at each one, which means 

you journey through it. You're forced to move your eyes just as if you were there.' 

'Here standing in front of the painting your eyes have to move in every direction-you 

have to look in every direction in that great space. You simply have to look everywhere: 

up, down, around. In fact there are multiple perspectives. It must have an effect' (pp. 

254-255). 

There are also significant lessons for new ways of researching to be learned from the 

unfolding scroll of Chinese painting. In Chinese painting (Rowley, 1959, cited in 

Hockney, 1986, pp. 22-23) the design as a whole will have a beginning, a development 
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and an ending. Nonetheless, it leaves room for interpretation. Specific themes will be 

needed so that spectators will be prepared by memory for what is to come as the scroll 

unrolls, and they will appreciate the various treatments of the main theme and the 

introduction of new material. The same happens in the Sonata form in music-the 

memory helps the listener to recognise the recapitulation. The technique of exploring a 

theme with an audience in a fragmented, scrolling and unrolling manner is also very 

much part of Garry and Brecht's technique. In a different context, John Shotter (2001) 

recognises the importance of the technique, which he refers to as the 'unfolding 

relational structure' . Shatter (2001, p. 7) says that this structure gives a sense of 

grasping something new, with a hint of where one might move next. 'Otherwise', he 

argues, in our more spontaneous moments, we lapse back into our "official" classical 

everyday forms of thought and talk'. That is, 'those forms of talk appropriate in our 

manipulation of things, the language of information, as we might call it.' If we become 

'stuck' we do what Bergson (1911, p. 174) predicts. We resort to 'the discontinuous, the 

immobile, the dead', for that is where we feel at most ease. 

Through Brecht's theory of theatre production and Hockney's style of work I am 

reminded that I am joined to this different mode of conceptual ordering by language. In 

order to describe such an experience, ' it will be necessary to resort to different 

terminologies such as that of music; contraction, and inversion, of melodic lines and 

their counterpoint, of the accelerandos and ritardandos of spacing, and even of 

crescendos and diminuendos as the landscapes become thick and profuse or fade away 

into nothingness of mist.' (Rowley, 1959, cited in Hockney, 1986, pp. 22-23) 

The way I see it 

In many ways, Hockney's own description of his photographic collage technique of 

painting parallels the journey I have undertaken in this study to re-conceive research 

methodology and critical practice. Hockney's process highlights the necessity for the 

need to take the time to observe, experiment, select and rehearse different scripts. In the 

experiment I have to be prepared to tolerate my own ineptitude and lack of expertise as I 

make a new beginning. Just as Hockney (1999, p. 254) 'found a way to show the 

grandeur and genuine awesomeness of something' through his process of searching, 
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experimenting and immersing himself indifferent techniques, I as researcher am also 

searching, experimenting and exploring different techniques. It takes commitment and 

energy to enter new relationship spaces, to explore and make new connections, to 

understand what is going on in those spaces that we experience in art, in nature, m 

landscape. For this reason, I revisit Hockney's painting A Bigger Grand Canyon (1998), 

many times and look at his other paintings, read the transcripts of his interviews and 

watch his videos in which he talks about his 'photocollage' technique. 

How does Hockney animate my research project? What will happen if I were to pursue 

a pattern of research akin to Hockney's 'photomontage' or 'photocollage' or a range of 

other 'patternments' (Whorf, 1956) from; Alfred-North Whitehead, Henri Bergson, 

Bruno Latour, William James, Elizabeth Chesney, Robert Cooper, Janet Horowitz

Murray and Henri Lefebvre, in the search for a new concept? How could I do research 

differently by paying attention to and building on different systems of thought into my 

observations, interpretations and representations? Familiarity with these techniques 

opens up new thinking spaces for me in which I begin to imagine and even seriously 

contemplate differently articulated research orientations? It is likely, then, that thinking 

spaces would evolve in accord with 'musical notation', 'spatial unity', 'arrangements 

and extended relationships of groups of things', 'movement between motifs' or 'lateral 

movement and linear melodies'. What does the researcher need to do to take a decision 

to begin to access and utilise this 'different way' of doing research? How am I to act 

differently to avoid falling back into old ways? In which direction does Hockney point 

me? Hockney focuses my attention on a different reading of text, since· it is neither the 

parts nor the whole, nor even the connections nor joining that are of interest, but the 

dynamic relations that goes on between the parts. Just as Brecht and his gestus 

'interrupts' our thinking, Hockney also interrupts my thinking and abstracts me from the 

static, bounded view of objects in a defined space to thinking of the mutuality of the 

motifs, the resonances, the circularity of ideas and the movement between parts-the 

mediations. Like Brecht, Hockney also shows us the importance of redefining the 

relationships between the author and the reader, the artist and the viewer, 'breaking the 

line between the audience and stage' (Williams, 1968a, p. 188). 
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I am now required as a reader of text to play Hockney's 'grid game' in order to exhibit a 

different set of combinatory rules and possibilities dictated, not by categorisation, but by 

different patterns of arrangement outside the confines of my traditional theoretical 

construct. As with Garry's metaphor of 'the mix', the pieces of the grid can be arranged 

differently to fit new contexts and to achieve different results. 

Hockney's 'photocollage' technique also highlights the importance of a new language 

so that I can speak of newly found forms that propel me to new and promising avenues 

of investigation (Clarke, 1977). Again it will be a language that shows itself and 

validates itself at the moment of use in action, a language replete with metaphors of 

spatiality, resonance, intensity and movement. Language through dialogue as part of the 

new mix makes it possible to evolve beyond simple repetitions of the same grid 

formation. 'Only in the stream of thought and life do words have meaning' . 

(Wittgenstein, 1981, n.173). 

Concluding comments 

In Chapter 4, I began an investigation of developing a new mode of conceptual 

orientation by joining with Garry in mixing up 'an exquisite dish'. In this chapter, 

Chapter 5, with images from the field of cybernetics, visual art and the patterned events 

in nature, I have begun to formulate a better understanding of a 'different way' of 

thinking by evoking concepts such as 'the oneness - in multiplicity of folly'; 'partial 

connections', 'betweeness' and mutuality. Now I have begun to make preliminary 

conclusions about the theoretical and practical realities of thinking in diverse fields and 

how such thinking gives me a new direction for new practices in educational research. 

The new beginning is a very different mode of intellectual orientation that rejects the 

totalising theories and fragmentary practices of a positivistic discourse that leads to 

totalising practices, schemes and truths. Instead it seeks the interplay of diverse values, 

a jumbling of fragmented pieces in an ever-shifting pattern. What emerges is an 

assemblage or circuit of intersecting conceptual themes and textual fragments drawn 

from disparate theories. Tensions are invited, completed totalities are denied. Parts join 

and separate simultaneously. New patterns are formed and continuously reconstitute 
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themselves out of unstable contexts in constant movement. It is 'an exquisite dish', 

because it is dynamic. 

This new conceptual 'mix' requires a new way of 'seeing' since the spaces between the 

objects, parts or motifs and social relations; the dynamic that goes on in this space 

becomes the focus of our investigations. The things or the motifs themselves are not 

important, but the 'radiation state' that is produced because of the joining is paramount. 

To achieve this effect I need to let my past 'objectifying' voices remain silent and feign 

a little vagueness or a soft focus in order to see it. 

Moving into a world of new assemblages requires differently articulated orientations 

and demands- a set of descriptive tools very different from traditional methodology and 

analytical perspectives. It needs a language that avoids the usual categorisations of 

unitary thesis, linear construction, and hierarchical system and reveals and validates 

itself in the making at its moment of use in action. Since language, and the nature of the 

terms we use is inextricably linked to the task of refocussing a research theory, I have 

now begun to make important moves to provide a new conceptual lexicon. 

Within, the new mode of conceptual ordering, language through dialogue as a process 

of collective creativity is seen as the main linkage of reciprocal relation between the 

partial connections that come and go simultaneously. But questions remain. How can 

we keep these new articulations of perspective alive? More importantly, how do we 

deny closure and ensure constant movement? 

It is now time for reflection. I have reached a point where I have explored a host of new 

themes and concepts that are important to my goal of extending the discourse of 

educational research: new themes, new concepts and new issues of spatiality, text, 

reading, 'stepping out', feigning, gestus, estrangement, interruption, participation, 

spectatorship and authorship, redefining relationships and changing relationship spaces, 

doubling, multiplicity, assemblage and simultaneity, 'connections partial' and 

'betweenness', patterns of relationship and mutuality, eliciting, beckoning, 

indeterminacy, parody and allegory. If I seem at times to be circulating through the 

same terrain, to borrow Herbert Blau's expression (1982, p. xvii), 'that's because these 

issues circulate through each other and because the work is always being looked at 
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askance'; in other words, doubtfully, suspiciously, sideways. I make no apology for that. 

How else am I to break free of the conventional ways of seeing and thinking? Blau 

(1982) considers the new perspective in the following way: 

If we come at it from another direction, we may for a while seem to be outside the 

mirror frame. But there is, as with the work, an insistence on corning back, 

retracing the path, looking again; sometimes a specific look or direct gaze, more 

often than not as if in a cycling of images through monocular and binocular vision, 

squinting, one eye, then the other, now both. (Blau, 1982, p. xvii). 

By refusing to accept conventional models, I have managed to dismantle and slow down 

the passive consumption of text and resist 'the emptying out of relationships' (Lash and 

Urry, 1994). I have made sure that language is denied the privileged position of 

determining how we think and act and how we observe the world. I have discarded the 

'wrong words' and found new ones. I have looked at educational research from within 

new diverse conceptual fields by studying the way others draw things together in 

different patterns of relationship (Latour, 1990). 

Adopting terms such as 'the oneness - in multiplicity of folly' (Chesney, 1982) or 'the 

manyness-in-onenesss' (James, 1967), I have discovered that my new conceptual 

divergence is distinguished from conventional forms in that it requires a different 

articulation and a different orientation from my usual mode of inquiry and it demands a 

different set of descriptive tools to map these moves. Within this· new mode of 

conceptual ordering, the fleeting moments of the articulation of movement back and 

forth, intensities, oscillation, circulation, resonance, turbulence, mutuality and patterns 

of relationship become important; a linear, dichotomous thinking only stifles movement. 

All new concepts (Deleuze, 1995, p. 103) and a new perspective in research call for a 

different approach to language and new terms to describe these moves. 
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CHAPTER6 

An 'Exceptional Gesture': New Articulations of 
Perspective in the Space of Unknowing, of Mistaking 

Language acquires life in concrete verbal communication . . . Language exists not in 

and of itself but only in conjunction with the individual structure of a concrete 

utterance. It is solely through the utterance that language makes contact with 

communication, is imbued with its vital power, and becomes a reality. 

(Valentin Voloshinov, 1973, p. 95, 123) 

Introduction 

Internally, dialogically structured spaces and nodes of connection require 

'incommensurable vocabularies' (Rorty, 1982), a lively language that 'actively 

intertwines as witty agents and actor' (Haraway, 1988). This is the language of 

dissolution, openness, partiality or incompleteness, non-attachment, process and 

reorientation instead of solution, closure, completeness, attachment and destination. 

Within a new mode of conceptual ordering, dialogue as a process of collective creativity 

is seen as the main linkage of a reciprocal relationship between: these 'partial 

connections' that come and go simultaneously. 

A lively language highlights the important role of the gesturer; or 'the space maker', as 

Garry calls it, in Plays which creates a vivid articulation. I have observed that my 

responsiveness to the elicitations and beckonings of others- actors, artists, authors, who 

'lead out' and call forth a response in various ways provides not only a 'new articulation 

of perspective' (Felman and Laub, 1992, p. xv), but also an 'as yet' unarticulated space 

of opportunity to 'talk up' the new discourse. Once created, these new articulations 

produce 'a space of the incitement to see, a site that gives to be seen the unthought in 

our thinking' (Rajchman, 1991, p. 65). I have discovered the spaces that enable me to 
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begin to think about different foci and different points of departure for my research 

inquires. 

Have I done enough to establish the new and different approach to research? Perhaps! 

The researcher's private conversation 

But wait! I hear Bertolt Brecht's trombone playing out of tune and I feel Garry's silent 

stare telling me that I may have gone part of the way, but not far enough. Having 

'stepped out' with the gesturers, how can I continue to facilitate and 'play' in well 

articulated settings and allow new beginnings to evolve? How can I keep these new 

articulations alive? Bruno Latour's voice (1999, p.144) is integrated into my thinking: 

'We speak because the propositions of the world are themselves articulated, not the 

other way around.' Brecht's 'out of tune' trumpet and Garry's stare has me thinking: ' I 

wonder what is playing at 'the theatre of absurdity' this season?' 

I had a daydream that I was scanning the theatre program for the new season. I found 

myself staring at the program: 'Garry, Gargantua must be mad putting five short 

discontinuous Plays together.' And yet, there they were on the notice board in bold print 

in bright colours-a discordant and incomplete set of Plays: 

The Leprosy Morning Tea; 

The Pavlova Lunch; 

The Samurai and the Sword; 

An Exquisite Dish; 

An Exceptional Gesture. 

Wanted: Script writers. Apply within. Writers chained to 'the theatre of 
illusion' not welcome! 

I thought that this was an invitation for to me to join the process of writing a new Play. 

'Why not?' But then I hesitated. 'I am not a playwright. How could I possibly write a 

Play such as An Exceptional Gesture?' 'Do I have the right words?' Then I thought, lf I 
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do take on the role of writer, ' what will this self-confessed madman, Garry, force upon 

me this time?' 

I instantly recalled a recent dialogue with Garry on the verandah of his home. The 

essence of the title of the new Play was encapsulated in our conversation. Having 

articulated the essence of this Play I have the opportunity presented by Latour (1999) to 

'speak' about what took place on the verandah, the 'proscenium' of Garry's stage-his 

working laboratory. Then I fantasised myself walking in the door of the theatre and 

presenting my proposition with assurance. It was accepted. The following Play, An 

Excepdonal Gesture, evolved. 

Play: 'An Exceptional Gesture' 

Setting. Garry's front verandah--the proscenium Garry's partner, Queen Chenakalee, 

is inside at the keyboard playing a sweet tune. It is a hot day. The apricot tree is 

groaning with fruit A simple lunch is on a side table. Above the distant sound of 

cicadas on the wing is heard the postman's whistle and the chink of the front gate, 

opening then closing. Snowball the little pot-scourer dog from next door, is slumped in 

the shade. The researcher is sitting in an old wicker chair, papers and tape recorder at 

the ready to capture Garry's performance when he comes home-and the performance 

will unfold 

GARRY [arriwg home, comes up onto the veranda with the mailj: You_'re not going to 

believe this. One of the senior lecturers of the Faculty of Creativity phoned this morning 

and wants me to help them put a subject together and deliver part of it. Eventually there 

will be a design major next year. [ His eyes gleam as he peels a banana and squashes it 

onto a lavash piece of bread He rolls it up and bites into it He is ravenous]. 
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RESEARCHER [ she reaches for the apricots, falls back into her seat dumbfounded. 

She looks up]: You're kidding. Isn't he one of those guys from the Academy-the other 

day, sitting in the shadows in the media studio? You know, when you were making a 

video for the research festival? When we were cooking? Perhaps, you didn't see him. 

[There is no response from Garry]. 

GARRY [preoccupied, ignores the researcher and shuffles through his mail. He tears 

open a package postmarked Paris]: Oh look! George has sent some pictures from his 

trip. [He casually glances through the pictures. Then he looks up apologetically]. Sorry! 

What were you saying? [He stares at one of the postcards and gives a shout of joy]: Le 

toit de la Grande Arche! [He turns the postcard over and reads the writing on the back. 

In true Brechtian style, the message on the card is projected onto the wall]. 

Dear Garry. 

G'daymate. 

'The range of what we think and do 

is limited by what we fail to notice. 

And because we fail to notice 

that we fail to notice, 

there is little we can do 

to change 

until we notice 

how failing to notice 

LA DEfENoE 

Figure 6.1. 'La Grande Arche': 

Evoking the space of Paris. 

shapes our thoughts and deeds (R.D. Laing, 1967). 

Havin' a great time. Your friend, George. 
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RESEARCHER: Pardon? 

GARRY [continuing to read George's message. He thrusts the postcard under the nose 

of the researcher. He points to the card]: Le toit de la Grande Arche! The Grand Arche 

(See Figure 6.1 ), a structure built just outside Paris in commemoration of the 

Bicentennial of the French Revolution. [He pauses searching for words in his 

excitement]. God! I'll never forget the first time I saw that building. I literally stopped 

breathing. To me, the image dramatically depicts the relationship between what is 

built and what is not, and what is noticed and not noticed. [He studies the 

researcher's face with his head tilted. He is checking for her approva[J. Do you see it, 

huh? The void is full, isn't it? Full, full, full!!! 

RESEARCHER [glances at the postcard. She feign,s interest]: Mmm! Kinda speaks to 

you, doesn't it? 

GARRY [resuming his story, all the while pointing to the postcard]: God, yeh! Even 

now looking at the picture, I see the interrelationship between the object, the building 

and the unbuilt space. The building exists in the context of what is built and not built. In 

fact I see the totality of built and not built rather than just a physical structure. I concur 

with the image because it reflects the essence of my work as a designer-maker in wood 

and the way I teach and do research. 

RESEARCHER [she hands back the postcard and quickly changes the subject]: Great! 

So what's the new design course in the Faculty of Creativity all about, then? [She turns 

on the tape recorder]. 

GARRY [briskly]: Space! New articulations of space-designing and using public 

space--objects for public space. [He points to the postcard again. He draws attention to 

the sculpture suspended inside the space of the building]. Look at that! It's all about 

making relationships and our perceptions of that relationship. [He shouts with 

excitement]. Some people already understand the public function of artists and designers 

and makers of public space and building relationships. In this aspect we share a like 

mind. [His voice rises]. But they often don't understand that the learning and 

facilitation process is about engaging people in relationships. Many so-called 
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lecturers don't know how to teach this way. They use a conventional lecture process. 

They wouldn't know how to use the 'theatre of the absurd' as part of the process. 

RESEARCHER [briskly] What do you mean by space? 

GARRY [waxing lyrical]: I understand space as a construct-a complex image or idea 

resulting from a synthesis of the relationships, that I associate with my experiences, into 

an object of thought for the purpose of meaning making. Space is a relationship 

receptacle. [Snowball sighs heavily. She slumps. Flies buzz]. 

GARRY [dancing along the verandah, waving a metaphoric tennis racquet, serving, 

chasing, volleying breathlessly]: Space is associated with people's experience, expressed 

or witnessed or identified through their relationships with events past, present and 

future, imagined, actual or anticipated and through the projection into the future. [He 

shows the postcard to Snowball who gives a 'bad breath ' yawn and turns around 

quickly to snap at a flea]. 

GARRY [hanging the postcard on a nail protruding from the wall of the house and 

resuming his metaphoric tennis game]: Space! It crosses time, is individual and 

col!ective and is expressed in terms of the individual person's relationships. The 

collective synthesis of the individual's experience of relationships with others leads to 

them being brought into relationship with each other and this provides us with the 

collective or public space- the synthesis of the relationships in and between 

experiences that leads to the creation of the object space. [ Garry pauses and 

contemplates how he might further illustrate the point]. 

GARRY [ excitedly, resuming his story]: I am thinking of space as a cultural, historical, 

sometimes hysterical - [He turns and grins at the audience. He continues.] -

emotional, psychological, public and private, temporal and physical, air and ground, 

visual, religious, spiritual, collective that is connected as well as separated. [He looks 

across to the audience for approval] . 

RESEARCHER [boldly despite all the strangeness]: Yes, I am beginning to see what 

you mean. But can you give me an example? 
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GARRY [pointing with relish to the postcard of 'La Grande Arche '. He muses, his eyes 

sparkling]: It's about noticing and articulating the un-noticed and listening to the 

unheard, about making something more articulate, about making the unspeakable 

speak. 

RESEARCHER [excitedly]: Amazing! That's exactly what Bruno Latour talks about in 

his book, Pandora's Hope. Articulations between propositions, he calls it. He reckons 

we speak because the propositions of the world are articulated, not the other way 

around. Perhaps there's a message in that for the way we do research. 

GARRY [grabbing his towel and swimmers]: Oh yeh! By the way, I have been 

nominated again by the Academy for one of the Vice Chancellor's 'Excellence in 

Teaching and Research Awards'. This time it is a group award. [He glances sideways at 

the audience, grinning mischievously]. Buggered if I can go any further today. C'mon 

Snowball. Let's go for a surf [He exits stage right]. 

RESEARCHER [she calls out to Garry]: See ya! I'll dig out Latour's article. And also 

another good one Foucault wrote called, What's New in Architecture. 

GARRY [in the distance, off stage]: I don't read, remember! 

The RESEARCHER turns off the tape recorder. The postcard of 'La Grande Arche ' 

falls off the wall and lands at her feet. She stoops down to pick it up and reads George's 

greeting about 'noticing and not noticing'; 'knowing through not knowing'. She glances 

around and sits down on the step, her head cradled in the palm of her hands. She gets up 

with the postcard in one hand and is about to stride off into the garden. In the far 

distance, the sound of surf sibilates-capricious, continuous, discontinuous, returning, 

repeating its movement with deeper insistence and offering the promise of a new 

beginning. 

RESEARCHER: Yes! Now I understand! Having 'played' at being a 'player', I am now 

in that space, too-the relationship receptacle. And the void is full, full, full! It always 

has been! 
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Contemplating the 'exceptional gesture' 

The Play, An Exceptional Gesture, brings me into a relationship with the relationships 

in the unknown space. This relationship provides me with the possibility of 'engaging' 

with the relationships in the unknown space, and articulating the unknown and known. 

In turn, this relationship allows me to speak of my personal experience, to utter 

utterances that would not be normal for me to utter. My preparedness to immerse myself 

in new habits and methods and to explore language that derives from action or 'the 

doing' ensures that my articulation of perspective continues to evolve, continues to be 

evoked. Again, I am reminded through my engagement in the Play, An Exceptional 

Gesture, that language is deeply implicated in this process of constructing and 

explicating these realities. I am now immersed in the interconnectedness and interplay 

between language and meaning. 

The idea that space is not a void or something that is empty, but is something that can 

be read and constructed is now comprehended and appreciated. The Play allows me to 

develop a dialogue with architecture. By taking action to be a 'player' and a writer, I am 

able to share 'the sheer force and purity conceived in the "exceptional gesture" inherent 

in a building-La Grande Arche (Lion, 2002, p. 1). 

'Playing' in the space of the unknown is essential for me to re-read my research 

methodology and critical practice. Rather than persisting in a world I already know, a 

world that is 'immediate, entire, unmitigated and complete' (James, 1967-, p. 326), I have 

engaged in a Play that brought me into a relationship with the void. This void, this 

'thinking space' also brought my attention to new possibilities of learning, 'new 

articulations of perspective' and critical agenda that otherwise would not have been 

conceivable using traditional frameworks. If learning new ways of doing research 

means breaking away from fixed forms of subjectivity, which Garry calls 'focussing on 

the fine point of the pin', then it is necessary to understand the significance of a 

'thinking space' and what I can achieve by 'playing' in this space. 
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An entwined cacophony: Another methodological meditation 

I had another daydream. I hear a confusion of snatches of narratives jangling like the 

sounds of an orchestra warming up before an atonal performance composed of a 

cacophony of questions from the genius, the gesturer, the Queen of Hearts, the fool, the 

would-be academic, and the members of the Academy. 'What are the possibilities of 

learning through uncertainty, unknowing, mistaking?' they cry out in discordant chorus. 

'How does "playing" in such a space bring about "new articulations of perspective" and 

fresh questions?' 'What methodological issues are raised here?' 'How does such a 

conceptual reorientation sow ideas for how I might think about new theory and practice 

in educational research?' 'And what is the role of language within the framework of the 

unarticulated?' 

'Hasn't the Play answered these questions?' I ask. The cacophony becomes even louder 

as questioning continues and the babble of questioning becomes more urgent as some in 

the Academy are threatened by the process. 'After all, is not a tactic of the ' illusionists', 

those attached to old ways, to protest even more loudly and stridently and vigorously 

when they sense change?' Then the quiet calm arrives within the maelstrom and those 

comfortable with change appear and create a space. I float the question: 'How then, is it 

possible to keep these new "articulations of perspective" alive and fluid?' 'More 

importantly, how do I prevent closure and ensure constant movement and interruption, 

constant attachment and breaking apart, and reassembly into new forms, patterns and 

connections?' 'How am I to avoid back-sliding into old research habits?' 'How do I 

avoid the predetermined Bergsonian death which characterises the 'theatre of illusional 

research'-an illusion that leaves no space at all for other possibilities?' 

Is that enough? It seems not! I hear Garry beating a tin drum as loud as he can 

prompting me to listen even more attentively to the voices of my kindred spirits, 'my 

theorists', my fellow ' theory finders' . Garry's drumbeat, like a massive gestus, beckons; 

the pattern interrupts my thinking without permission. Like Kattrin, the 'dumb' 

drumbeater in Bertolt Brecht's Play, Mother Courage and Her Children (1938), who 

cleverly summons the volley of cannons to the rescue, Garry bombards me with new 

thoughts and strange ideas- things I need to know and already know, but have 



147 

forgotten. They are now an integral part of my Play and my thinking; as an unconnected 

and connected collation of statements-a cacophony of random utterings: 

The act of knowing is not like listening to a discourse already constituted, a 

mere fiction which we have simply to translate. It is rather the elaboration of 

a new discourse, the articulation of a silence. (Macherey, 1978, pp. 5-6, 

cited in Belsey, 1980, p. 138) 

An experience 1s never truly completed until it is "expressed"

cornmunicated in terms intelligible to others, linguistic or otherwise. 

(Turner, 1982, p. 14) 

'La Grande Arche' crowns the historic axis of Paris, as if 'La Defense' were 

its prow. Rather than closing the axis, the arch leaves the answer to that 

question open. (Lion, 2001, p. 1) 

To observe 

You must learn to compare. 

To be able to compare 

You must have observed already. 

From observation comes knowledge. 

But knowledge is needed to observe. 

He who does not know 

What to make of his observation 

Will observe badly. 

(Brecht, 1961, An Address to Danish Worker Actors On the Art of Observation, 
p . 19) 



[We need) to understand other modes hitherto locked away. (Turner, 1982, 

p. 100) 

Here, standing in front of the paintings your eyes have to move in every 

direction-you have to move in every direction in that big space. You 

simply have to look everywhere: up, down, around. We do that everywhere 

really, unfortunately cameras think we always look in the one place. 

(Hockney, 1999,p.255) 

For so:rµething to be conceived, perceived-lived, they have to be given 

utterance. (Lefebvre, 1991, p. 57) 

To see is to apprehend by co-existence. (Merleau-Ponty, 1968, p. Iii) 

The construction of a spatial code-that is a language common to practice 

and theory, as also to inhabitants, architects and scientists-may also be 

considered from the practical point of view. (Lefebvre, 1991, p. 64) 

Without knowledge one can show nothing. (Bertolt Brecht, 1964, p. 196) 

Mutuality occurs in the spaces 'between' people. (Kondo, 1990, p. 148) 

The 'receivable' [text] would be the 'unreaderly' text which catches hold 

the red-hot text, a product continuously outside of any likelihood and whose 

function-visibly assumed by its scriptor-would require the following 

response: I can neither read nor write what you produce, but I receive it, like 

a fire, a drug, an enigmatic disorganization. (Barthes, S/Z, 1990, p. 118) 
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To speak of producing space seems bizarre- so great is the sway that empty 

space is prior to whatever ends up filling it. (Lefebvre, 1991. p. 15) 

'The syntagms' define the gestures-how then is the syntagm defined? One 

turns again to a model-the acrobat or dancer. (Jose, 1998. p. 112) 

When depth gives way to surface, understanding becomes ' inter-standing' . 

To comprehend is no longer to grasp what lies beneath but to glimpse what 

lies between-'interstanding'. (Taylor and Saarinen, 1994, p. 1) 

... And then I heard them lift a Box 

And creak across my Soul 

With those Boots of Lead, again, 

Then, Space-began to toll ... 

(Emily Dickinson, circa 1862, I Felt A Funeral in My Brain). 
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1bis concatenation of connected and unconnected quotations is ' an exceptional gesture'. 

I now realise that the ' truths' of unwanted utterances collectively answer my earlier 

questions related to keeping a new 'articulation of perspective' alive an_d fluid, and the 

critical function of evocation. The series of quotations highlights the importance of 

communication: the articulation of the known and unknown language. 

What do 'my theorists' say to me about making things articulate in the space of my 

unknowing? For it is this that has implications for the way that I will conduct my 

research. 
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'Playing' in the unknown 

What is this unknown and why 'play' in this space? Herbert Mead (1973, p. 88), in Self, 

Language and the World, refers to the space of our unknowing as the 'undifferentiated 

now'. By that term he means 'a world that is there', but not fixed, a world that is 

experienced and exists apart from our !mowing, apart from our perception of it, that is, 

apart from cognition and conscious perception. It is a world that can be changed 

because of our perceptions, our lmowledge, our interaction with it and because of new 

meanings which we formulate. Arguing against idealism, Cartesian rationalism and 

positivism, Mead talks of the space of our unknowing as a source of invention that 

leaves room for change, creativity and the emergence of new language processes, new 

reconstructions and new meanings. 

Similarly, Pierre Bourdieu (2000, pp. 209-210) interprets the world of our unknowing as 

'a forthcoming already present in the immediate present': 

It is only manifested in concrete situations and is linked, as if by a relation of 

mutual promptings, to the occasion which calls it forth and which it causes to exist 

as an opportunity to be seized. (Bourdieu, 2000, p. 211) 

'Play' and new articulations of perspective in the unknown: Agitating space 

through language 

Garry's foolishness in 'the educational theatre of absurdity' points me to the 'not 

immediately obvious', to the new as-yet 'unarticulations', as he calls them so that a 

different reading becomes possible. Garry also lmows how Play can be used to agitate 

space through language, purposefully, to deny the passive consumption of text. Through 

Play he has denied language the privileged position of determining how we think and 

act and see so that a different reading becomes possible. Through his chaotic, circular 

constructions and disruptions, he manages to create movements that do not follow the 

straight path of linearity, duality, structure and hierarchy. The articulation and 

pronouncement of movement in the realm of the in-between is the mark of his theatrical 

performances. 
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Explaining the reason why he works this way, Garry remarks: 'This way we are 

compelled to stop using the usual vocabularies of our thinking and to see that the fool is 

not a fool at all. He, the fool, is not an idiot', he argues, but ' a conduit for making 

something more 'articulable', more plausible and more possible. As Garry further points 

out: 'Researchers need to become more aware of the way language is utilised to 

interrupt the vocabularies of their thinking.' Thus, for Garry: 'The intent of the gesturer 

is to engage the researcher or the audience or the reader to utilise language in such a 

way so that they notice and articulate the un-noticed- making something more 

articulate, making the unspeakable speak.' Garry speaks of communication: 

What is the use of the playwright, the bard, the educator, the filmmaker, the poet or 

philosopher? The answer is that the private is able to become public. It becomes 

more ' articulable' . And isn't it great that 'play' with words can put the unspoken 

and unspeakable out in the public space. The 'jibberers' are the voice of the 

possible. They help to make something unspeakable, speak and be heard

communicated (Garry, 2001) 

Again, Garry provides an image in terms of what might be gained by playing in this 

space. 

Noticing the un-noticed and making the unspeakable speak allow us, in our 

educational inquiries, to enter the realm of the surprise, of what is not yet visible, 

the unthought in our thinking, and holds out the tantalising prospect of what is yet 

to come. (Garry, 2000) 

In line with Herbert Mead, Pierre Bourdieu and others, Garry makes the point that it is 

not enough to consider our representations via the utterance of the known, the 

imminence of something that has already appeared, is already present, immediate and 

wholly finished. Instead, there is a need to emphasise that attempts at knowing must 

always be partial or incomplete, endlessly deferred. As the philosopher, William James 

(1967, pp. 323-324), advocates, an essential component of any effort towards 'empirical 

pluralism' must learn to embrace 'that other essential vagueness not easily articulable'. 

Such a focus, he claims allows for 'other occasions' in reality to enter. 



152 

Regarding methodology, Garry questions the necessity and desirability of the need for 

more and more revealing accounts and representations of reality (Lather 1994) and he 

reminds me that reality is always more complex than any representation of reality. In 

Valerie Greenberg's terms, (1990, p. 203) such a switch in focus compels us to adopt a 

permanent vigilance against the temptation of certainty. 'Certainty is not a proof of 

truth.' Educational researchers are not good at thinking in the space of the 'not yet' 

known or the 'not yet' settled or concluded. The usual research framework tends to 

create a field demarcated and delimited by methodological assurances and determinant 

modes of appearance, in other words by things I can picture or represent. The researcher 

neglects the 'as-yet' unarticulated aspects of the world and regularly reverts to forms 

that are already familiar to us (Lather, 1994a). It is assumed that thinking and working 

in the fertile space of the 'not-yet' articulated or not immediately obvious will enlarge 

my focus and, therefore, open up new forms of thought and practice. 

The benefits of discarding the familiar are described by Phyllis Gorfain (1986) in Play 

and the Problem of Knowing in Hamlet: An Excursion into Interpretive Anthropology, 

where she illustrates the possibilities available to the anthropologist by entering into the 

discursive field of the unknowing, the mistaking. By drawing on William Shakespeare's 

Hamlet, Gorfain spells out a strategy of 'unknowing' as a means of unsettling many of 

the methodological assumptions that inform our reading, thereby encouraging a 

different reading. Within the realm of our unknowing, she argues, language works in a 

different way to convey meaning. She claims that paying attention to our unknowing, 

pre-empts 'a language of reflexivity that is replete with metaphors of affect and 

spatiality, to create a sense of movement, of resonance, of process' (p. 209). Gorfain 

goes on to argue that playful fictions, such as Hamlet, by endlessly 'admitting a view of 

what it seems to deliberately hide', serve to promote paradoxical awareness and 

demonstrate the pertinence of simultaneity and indeterminancy in our understanding, 

thus creating a simultaneous doubling that is not paralysing. Through incompleteness, 

the interpretive scientist can simultaneously be both a player and a reader. Gorfain 

concludes that researchers may learn to fulfil their responsibilities, to know the limits of 

knowing by not knowing, by paying attention to the possibilities of learning through 

uncertainty, unknowing, mistaking. 
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Redefining relationships in the space of 'the unknown' 

Indulging in Play provided me with a process to move into the realm of new 

articulations. In Garry's terminology, new articulations realisable through Play make 

'the unspeakable speak' or 'more articulable.' Play was central to forming a reciprocal 

relationship between actor or bard and the audience, between artist or poet and the 

viewer and reader. Without this mutual interplay between actors and recipients, Garry 

argues, the text remains silent. 

Bruno Latour (1999, p. 143) in Pandora's Hope explains this concept in a similar way. 

For something to become 'much more articulate', he argues, there needs to be 

'articulations between propositions'. In other words, what an actor offers to others. In 

Latour's terms, articulations between propositions refer not to positions, things, 

substances or essences made up of mute objects facing a talkative human mind, but 

'occasions' given to different entities to enter into contact. Articulations may also go 

much deeper than speech and may also extend to non-humans. One detailed example 

provided by Latour is a trial in a scientific laboratory where the scientist, Louis Pasteur, 

makes a seemingly useless by-product, lactic acid 'show its mettle'. Latour insists that 

this is most definitely a reciprocal process; by making the lactic acid ferment, Pasteur is 

then able to present his paper on lactic acid ferment to the 'Academy of Science'. Thus, 

instead of being mute, unlrnown, undefined, the lactic fermentation becomes 

'articulable'. It no longer resembles its original product and there are more and more 

things to say about it. Thus, the laboratory becomes 'a well articulated setting'. These 

'occasions for interaction' Latour argues, 'allow the entities to modify their definitions 

over the course of an event' (p. 141). Other entities are invoked, not fixed. For 

something to become 'more articulate', it requires an internally constructed occasion in 

dialogue between each other or between humans and or other 'actants' so that something 

more can be said of a thing. Thus, the term 'new articulations of perspective' refers not 

only to vocalised and verbalised communication between persons, but also any 

experience, process, energy, turbulence or mode of action, both human and non-human, 

that works to close the division between writer and reader, text and reader, text and 

performance that works 'to enable us as readers to re-enact it' (Burke, 1945, p. 441). 
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Agitating the space through language 

The Play, An Exceptional Gesture, serves to support my argument that 'new 

articulations of perspective' are shaped by unknowing, mistaking and the imminence of 

the 'not-yet'. As theatre theorist, Herbert Blau (1982), puts it, the only theatre worth 

seeing, that can be seen rather than stared through, is that which struggles to appear. 

'The rest is all bad make up' (p. 298). In Garry's 'performance anecdote', when the 

building in Paris, La Grande Arche, enters the performance space there are many things 

that struggle to appear. Garry acts deliberately to compel me to read differently, to pay 

attention to things I have previously failed to notice or attend to. 

How does something mute, unspeakable, unknown, such as a very unusual, thirty storey 

building in Paris with a huge space in the middle, become 'more speakable', more 

articulate? In Garry' s own words, it is 'the totality of what is built and not built' 

simultaneously that is at work here. As Garry points out, it is not the thing or the 

building that is at issue, but what it enables or prompts me as observer, to say and do, 

and how I might re-read it. fu other words, it is not the attribute of the thing itself that is 

considered to be important, but my practical reaction to the representations (Bourdieu, 

2000). The fact that it happens and that something is said about it is important, not its 

processes or its state (Foucault, 1982). What it shows and achieves in the very act of 

expression is important, not what is portrayed as 'truth'. Thus it would be fair to say that 

the Paris building, La Grande Archeis 'a well articulated setting' (Latour, 1999) because 

it allows us to speak of it. The architecture and its space demand explanation, 

interpretation and exegesis. It becomes more speakable and discussible because the 

propositions of the world are themselves articulated. Not the other way around. 

Well articulated settings - space and language 

There are two important theoretical concepts that emerge from the Play An Exceptional 

Gesture, that have implications for the way we think about and do research. These 

issues are space and language, that is, the idea of space as construct and the notion of 

language acquiring life in a living context in and through people's responses to one 

another's utterances in their daily communication. 
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Space as a 'relationship receptacle' 

The Play, An Exceptional Gesture, compels us to adopt a different attitude towards 

space, an attitude that understands space as a construct, a collective creativity or in 

Garry' s parlance, a ' relationship receptacle' . Garry says: 'Space is a 'complex image or 

jdea resulting from a synthesis of the relationships, that I associate with my experiences, 

into an object of thought for the purpose of meaning making.' For Garry 'the void is not 

empty'. It is not a lack. 

Henri Lefebvre (1991, p. 401) in The Production of Space reinterprets the concept of 

space in similar terms. Lefebvre's interpretation conforms to Garry' s thesis, that space is 

something that can be 'read' and constructed. Unlike traditional models that are 

generally based on an ideology of productivity of things and their use in single 

locations, space is seen as a mode of production with a different set of criteria: 

exchange, mutuality and appropriation. For Lefebvre, space, by which he means 

physical, mental and social space or 'Nietzchian space' is read and constructed by the 

actual work of production itself, by the actual process of reading. Like Garry's metaphor 

La Grande Arche, the object of interest shifts from things in space to the actual 

production of space. 

The idea that space is something that can be constructed and read does not generally fit 

with the usual interpretative frameworks. As Lefebvre (1991, p. 15) postulates, 'to 

speak of "producing" space seems bizarre given how great is the sway that empty 

space is prior to whatever ends up filling it. ' The paradorical notion of space being 

empty and full simultaneously is alien to conventional methods of inquiry and 

representation that continually attempt to 'fill in'. The notion of the void being full is 

Garry's proposition. 

As with all new concepts, working in the space of our unknowing introduces new 

terms, which Lefebvre (1991) refers to as the construction of a new spatial code. The 

' repeated index' of Merleau-Ponty (1968) includes terms and patterns such as those 

Garry uses in his architectural metaphor of La Grande Arche: relationships, 

'benveeness', mutuality, resonance, movement and antithetical juxtapositions such as 

connected-separated, noticed-unnoticed, built-unbuilt, temporal-a-temporal, certainty-
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uncertainty and continuum-discontinuity. These juxtapositions resemble Brecht's 

technique of juxtaposing opposites, so that I might see other possibilities against and 

despite all resistance. The notion of space 'as a mode of production' introduces a 

language common to practice and theory (Lefebvre, 1991). However, it is a language 

that must not be permitted to become detached from practice. 

Language acquires life in concrete verbal communication 

Establishing a position within the unknowing impels me to adopt not only a certain 

view of space, but also to place a different emphasis on the process of language. Within 

this process language exists not in and of itself, but only through its articulation or 

utterance in a_ dialogical relation with others. This implies a history of shared meaning. 

Dialogue, as the essence of language is also advocated by Mikhail Bakhtin. For Bakhtin 

(1993, p. 94), dialogue represents the foundation of all human communication. 

Language exists only in and through the utterance, within in the social event of verbal 

interaction. No distinct or clear consciousness of the world is possible outside the word 

or utterances. Thus, for Balchtin, language acquires life in living contexts, in daily 

communication. The creative act, the manner in which someone endeavours to 

understand someone else or to comprehend a text is a process Bakhtin (1968, citing 

Volosinov, 1929) refers to as the articulation of an utterance: 

As a matter of fact the utterance is a bilateral act. It is equally determi~ed by the 

fact of vvhose it is as well as for whom it is. The utterance is always a product of 

interrelations of the speaker and the listener. (Bakhtin, 1968, p. ix) 

For Bakhtin, dialogue is a creative act, an act of expansion, not completion, of opening, 

not closure; it is an act 'to keep the world open to 'becoming' in opposition to closure on 

the text (Danow, 1991, p. 43). An utterance, in Bakhtin's view, may be anything from a 

sigh right through to an expanded notion of a 'novel'. 

Others in the Bakhtin circle share a similar view. Valentin Voloshinov (1973, p. 94) in 

Marxism and the Philosophy of Language states that language can never be divorced 
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from the immediate 'social event of verbal interaction in an utterance' and the broader 

social milieu encompassing the individual. In this context, 'language acquires life in 

concrete verbal communication' (p. 95). Dialogue does not refer to 'the abstract system 

of linguistic forms and isolated monologic utterances of abstract objectivism', but to the 

actual generative process of language in its concrete verbal communication, in people's 

responsive reactions to one another's utterances in their everyday communications (p. 

94 ). 

Bruno Latour (1999) in Pandora's Hope takes a somewhat similar approach to 

language. He regards articulations as being something to do with re-distributing the 

capacity of speech between humans. For something to become more articulate, he 

argues, there must be 'articulations between propositions'. Latour makes the point that 

these various 'articulations between propositions' change the way we think about 

language. Latour remarks: 

In practice, it is never the case that we utter statements by using only the resources 

of language and then check to see if there is a corresponding thing that will verify 

or falsify ... [Rather] our involvement with the things we speak about is at once 

much more intimate and much less directthan that of the traditional picture: we are 

allowed to say new, original things when we enter well articulated settings like 

good laboratories. We speak because the propositions of the world are themselves 

articulated, not the other way around. The notion of articulated propositions 

establishes between knower and known entirely different relations from those in 

the traditional view, but it captures much more precisely the rich repertoire of 

scientific practice. (Latour, 1999, p. 144) 

The approach to language by both Bakhtin and Latour offers a very different view of 

how I might approach my educational inquiry. Although the work of these theorists 

differs considerably in their focus and intent, there is, nevertheless, one central point of 

convergence. Both are concerned with language not in the classical, realistic, idealistic 

sense (Saussure, 1959, 1966) as a structural system existing in and of itself, 'out there' 

and external to the world and only represented within the individual's consciousness. 

Instead, they see language as only having existence within human and non-human 
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dialogue. Unlike Saussure, who separates language from speech, (language versus 

parole), as though each can exist as utterly separate elements of reality (Shetter, 2001 ), 

both Bakhtin and Latour acknowledge the pivotal relationship of language and speech. 

Language and speech cannot be divorced from the generative process of 

communication. 

This contrasts to the classical model of language, which Catherine Belsey in Critical 

Practice (1980, p. 70) describes as being 'characterised by illusionism, a narrative which 

leads to closure and a hierarchy of discourses which establishes "truth" of the story'. It is 

not my intention here to give a detailed critique of post-Saussurean theory, but it is 

important as a point of departure, especially if I am to understand another person's 

utterances and work towards the new articulations of perspective. How else am I to re

read texts differently if I am not pennitted to enter into dialogue with the texts 

themselves? 

Mutual promptings in the space of the unknown 

Finally, thinking about and articulating the unknown, the 'not yet', highlights the role 

played by the architect, the gesturer, the fool, the poet, the playwright, the artist, the 

actor, the storyteller, the designer in wood, 'the cyberspace imagologist' (Taylor and 

Saarinen, 1994) or the ethnographer in rendering something explicit for the reader, the 

audience, the viewer. To use an expression of Raymond William James' (1968a, p. 

188) each creator knows how 'to write an action', how 'to write ~ scene about 

movements as they are made and simultaneously the ways in which the movements are 

seen and interpreted. Eventually it is the reader, as Barthes (1972) cautions in his book, 

Mythologies, who must reveal its essential function. Thus, reading becomes a process 

of active participation rather than a passive external observation. 

The important role that other people 'play' through the gestures of their creative 

practices and the way they point us to previously unnoticed features of our thinking 

and our practices, is largely overlooked in the traditional interpretation of texts. There 

is no regard to the importance of other people who have directed me to previously 

unnoticed features of thinking and practice. It, it is necessary Vwe become aware of the 



159 

particular nuanced details relevant to our particular, practical communications with 

each other. I require examples and images that 'call forth' new responses from me. Not 

as one who is 'illustrative' of a practice, but is 'constitutive' for a practice (Shorter, 

2001). Garry intuitively understands this process as does Johan-Otto von Spreckelsen, 

the Danish architect of La Grande Arche. 

Concluding comments 

The Play in the space of my unknowing has changed the way I think about doing 

· educational research. My willingness to do things differently and then to make the 

decision to act on that willingness has been central to this process of change. My 

willingness to· take the risk, to tolerate my own mistaking, misunderstanding and failure, 

has been a necessary part of that process. 

Garry's insight into La Grande Arche and my decision to accept his invitation to 'play' 

in the void brought me into a relationship with relationships in the unknown space. It 

provided me with the possibility of engaging with and articulating the unknoVvn and 

known. In turn, this allowed me to dramatise my experience, to utter utterances that 

would not normally be normal for me to utter. 
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Envoi: Defining My Role 

As a result of the Play and my encounter with the cacophony of random utterings from 

theorists who bombarded me with new thoughts and strange ideas, I now recognise my 

role and potential as a researcher to facilitate 'well articulated' settings. I can do this 

through writing Plays, engaging people, 'playing' and bringing readers into relationship 

with the void. I see my role as a researcher who writes, produces and conducts research 

in 'a readers theatre' or a 'participatory theatre' in which the reader or observer has the 

opportunity to become a participant, not just a passive onlooker. I see my role as one 

who engages people with the unknown. Already, the writing of Playscripts is 

'becoming' an exceptional 'gesture' and one, which will continue in the future. The 

writing of Playscripts is a gift I bring to myself and to readers and to others who wish to 

enter the space of the unknown and a relationship with the space and the unknown. 

Bringing people into 'well articulated' spaces will allow a new language to evolve. The 

Play All Exceptional Gesture, demonstrated to me the importance of facilitating and 

engaging people in well articulated spaces, of bringing people and things into a 

relationship to enable them to speak in a different way. I am now compelled to focus on 

relationships rather than things, and the mutuality of those relationships rather than 

concentrating on 'components of a product' (Williams, 1997, p. 48) and objects per se. 

My engagement in the Play reinforced the need for me to be continu~lly aware that 

language is deeply implicated in this process of constructing and explicating realities of 

the relationships in the unknown. I am now, and will continue to be, committed to 

practices that allow me to immerse myself in the interconnectedness and interplay 

between language and meaning. I will seek opportunities that will allow me to continue 

to 'play' in the void because this is the place for new beginnings, new commencements. 

The void is ' full-full-full!' A grand gesture is 'an exceptional gesture' . 

Now is the time to conclude my methodological meditation. As the season of ' the 

theatre of absurdity' reaches a finale, it is time for 'players', readers and critics to take 

stock. I will now undertake a thorough and reflective description of the research 
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processes and the interpretative concepts that have been applied to the study. I will 

examine my own research assumptions and the features of the critical poststructural 

interpretative paradigm that provided a point of departure for the qualitative research in 

this study. Then I will discuss the multiple research strategies which are part of a 

postructuralist feminist ethic and which premised the method of interview and the 

process of writing the scripts for the five socio dramas, the Plays. 



CHAPTER 7 

Reflection on the Research Process 

Performative Ethnography as Genre andMethod 

We interpret stories [not by truth] but by their verisimilitude, their 'truth likeness' 

or more accurately their 'lifelikeness'. (Jerome Bruner, 1990, p. 61) 

Introduction 
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Many of the theoretical premises that underpin the methodology and research strategies 

undertaken in this study are outlined in Chapters 3, 4, 5 and 6. I have attempted to 

present a multi-faceted model generated out of different epistemic foundations 

(Mc William, 1992). There is now a widely held view that our conceptual tools direct the 

focus of our inquiries, including the questions we ask, the things we see, how we see 

things and how we interpret and re-present various aspects of our experience. John Van 

Maanen (1995, p. 15) makes the point that the conceptual tools we use, including 

language and models, shape what will be seen in the field, written in the report and read 

by those who read our texts. For that reason, I have gone to considerable lengths to 

establish a comprehensive and generative conceptual base for my experimentation to 

contest and reorient my research methodology and critical practice and to extend the 

range of the analytical the discourse available to researchers working in the field of 

educational research. Put another way, I undertook to create a viable critique and re

orientation of myself as a reader and writer of ethical research. 

This study suggests that educational researchers can respond to the challenge of the 

'unjamming' and modification of what I have called the narrow monological 

'playscripts' by learning to 'read off the established discourse imposed on us by current 

constraints of language and current technologies of knowing. 'New knowledge does not, 

of course, only emanate from academic research' (Brew, 2001, pp. 134-135). For this to 



164 

happen, I argue that it is necessary for educational researchers to 'step out' of their 

narrow interpretations and start anew, no longer confined within the systems and 

theoretical models of former organisational structures. It is necessary to begin a search 

for a new epistemology that goes beyond the known, the familiar, the near, and/or ·the 

clear (Stevens, 1955), one that 'extends the boundaries of what counts as theoretical and 

political' (Kondo, 1990, p. 10). Following Gayatri Spivak (1999), I argue that one way 

to achieve this goal is to act from the perspective of the reader, to 'make out' or 'make 

up' a contemporary reader, to invent a reader as an imaginative projection. In this study 

I use the imaginary of 'the educational theatre of absurdity' as a site of contested space 

for a new reading of educational research, theory and practice. 

Believing that such a critique is, to a large extent, grounded in specific worlds which are 

created in the texts of a researcher, I also labour to create a suitable narrative practice in 

the form of a 'performance narrative'. A performative narrative presented as a series of 

socio dramas, Plays, allows me to show the reader how I have comprehended the data to 

formulate the theories that presage the essential matter of this study. 

A new conceptual base now emerges from a particular research process, a single-site 

case study approach that employed various qualitative methods of inquiry. This study 

began with a series of question relating to the narrow conceptual and methodological 

problems troubling contemporary educational inquiry; research, theory and practice 

today. I began by asking the questions: How is a critical discourse to respond to the 

challenges imposed by the narrow monological playscript of 'the educational theatre of 

illusion', a playscript that seems relatively inaccessible for those of us who do research, 

particularly for researchers, like myself, who teach and conduct research in educational 

and organisational settings. What are the possibilities for a new discourse? Can the 

'imaginary' that I have called ' the educational theatre of absurdity' become one possible 

field of action? Contemplating my role as an 'unjamming agent' in this process I asked 

the question: What work will I need to do in order to learn new practices in educational 

research? 

A narrow framework conceals other possibilities and other histories leading to certain 

un-authentic and unethical practices. The challenges which emanate from the narrow 

monological 'playscript' of 'the educational theatre of illusion' have become 
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unacceptable for those of us who do research, particularly researchers like myself who 

teach and conduct research in educational and organisational disciplines, including 

professional and vocational education and educational leadership. The 'educational 

theatre of absurdity' was posited as a possible new direction in research practice. 

I have gone to considerable lengths to build up a multi-faceted conceptual basis because 

it is my strong belief that I cannot change myself by latching on to someone else's 

theoretical model and simply putting that into practice. Therefore, the 'creation of a 

reader', as I argue throughout this dissertation, calls for a new direction in me as 

educational researcher, to be attentive to discourses that I and others make explicit and 

exchange in our daily working lives. A new methodology of research that parodies 

conventional educational research models is not something that can merely be 'put up' a

priori or implicitly. In support of this argument, Bruno Latour (1990, p. 7) claims that 'it 

is not enough to simply represent the object'. Instead, 'it must be penetrated by theory 

and opened up to an active manipulation of its organisation' (Latour, 1990 p. 7). In this 

dissertation I have endeavoured to 're-present the object' through a process of textual 

manipulation. The critical act and all its machinery have been thoroughly exposed to 

view on an uncurtained stage. There has been no 'curtain', as is frequently the case in 

the conventional ' educational theatre of illusion' . 

In establishing an alternative research model and analytical practice that permits a new 

and different reading of research theory and practice, I totally reject any re-presentation 

that obscures the work in the process of re-construction. The research texts I value 

present the contradictions of experience in a dialogically constructed exchange between 

actors, that is, the researcher, the research participant and the reader. It is essential to 

merge all three -the researcher, the research participant and the reader-in a collective 

transactional form, 'an I/we/us that challenges claims of objectivity and the linear logic 

of traditional narrative' (Quinby, 1991 p. 105, 107), in order to explicate the collective 

privacy of common experiences (Bourdieu, 2000, p. 34). A dialogical, ethical reading of 

research could not be conducted otherwise. 

It may seem strange that the chapter that is supposed to trace an outline of the research 

processes should follow rather than precede an account of the processes. Ordinarily, 

research in the conventional manner would include, at the outset, a comprehensive 
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outline of the research process, including theoretical paradigms and perspectives, and 

the methods of data collection, and analysis and interpretation. However, I have 

deliberately deferred such an outline until this point. Why? To reiterate, a prescriptive 

interpretative framework would preclude multiple interpretations of texts and contexts 

and reinstate me with the scripted narratives of a positivistic discourse-a monological 

'playscript'. This is the very thing I have tried to avoid in this study. Quite deliberately 

'I broke the rules', to paraphrase Angela Brew (2001, p. 56), 'by letting the research 

openly define itself.' I had to find out how to let the research define itself in the course 

of doing the research. I had to be open to the process as it proceeded. Quite clearly, this 

approach is in total contrast to ~he conventional rules of research. 

There is one·rnajor deficiency in this study: I cannot depict and present the world 'as it 

is', 'as a perfect simulacrum' (Atkinson, 1992, p. 7). This deficiency is commonly 

referred to as the re-presentational crisis that confronts qualitative researchers today. 

Therefore, as a researcher, I claim to see, say, talk about and describe things which may 

not necessarily be what they seem to be. To analyse and clearly describe what goes on 

in the world is impossible since 'reality' is always more complex than any possible re

presentation of it. Martin Esslin (1968) with a host of other writers confirms the 

absurdities of such a possibility (Berlin, 1996; Bourdieu, 2000; Latour, 1990; Merleau

Ponty, 1968; Steiner, 1996). As Esslin (1968, p. 415) puts it: 'Any clinging to existing 

systems of thought that provide, or purport to provide, complete explanations of the 

world and [our] place in it, is childish and immature, a flight from reality into illusion 

and self-deception.' 

Critics frequently challenge the established boundaries of language theories and limit 

the possibilities of acceptable theorising about language. Many recent theorists have 

argued convincingly that language is fundamentally 'constitutive' of the reality within 

which we find ourselves and not merely 'a reflection of reality' (Austin, 1962, 1975; 

Belsey, 1980; Burke, 1945, 1966; Castoriadis, 1987, 1997; Hanson, 1958; Kristeva, 

1984; Merleau-Ponty, 1968; Whorf, 1956; Williams, 1997). This means that no 

definitive vocabulary about the world can exist; there are only the plural vocabularies 

created by the language games (Wittgenstein, 1953) which exist at any particular time. 

Any re-presentation should therefore be understood not as a true and accurate reflection 
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of some aspect of an external world, but as something to be explained and accounted for 

through discursive rules and themes that predominate in a particular socio-historical 

context (Berlin, 1996). 

Given the uncertain nature of our re-presentations, an obvious question follows. What is 

the best line of conduct or the best practice for an educational researcher or 

ethnographer? Paraphrasing Dorinne Kondo (1990, p. 8), the best that can be hoped for 

is to acknowledge that 'any account of mine is partial and located, screened through the 

narrator's eye/I.' Marilyn Strathern (1991) also argues that all an ethnographer or a 

qualitative researcher can hope to achieve is to provide the reader with some connection 

to a situation, to evoke something within the reader. Isaiah Berlin (1996), in The Sense 

of Reality, contextualises this very argument from the point of view of an historian, but 

one could quite easily extend Berlin's proposition to the qualitative researcher. Berlin is 

adamant that: 

What a [historian] wishes to bring out is what is specific, unique, in a given 

character or series of events . . . so that the reader, presented with this account 

should be able to grasp the situation in ... its 'concreteness', that is, as it occurred 

at the particular time, in the particular place, as the result of the particular 

antecedents, in the framework of the particular events in which it and it alone 

occurred - the respects in which it differs from everything which has occurred 

before or is likely to occur after it. (Berlin, 1996, p. 22) 

Berlin's words provide the rationale for capturing, interpreting and reporting data: not to 

recount events in their entirety, but to paint a portrait that conveys unique patterns of 

experience and various themes and configurations. There is nothing more a qualitative 

researcher can do. 

The researcher's interpretative paradigm 

Various assumptions and interpretative paradigms have affected my approach to this 

study. First, I am aware, as many writers have emphasised, that research is never value

free. As a qualitative researcher I am not an objective, authoritative, politically neutral 
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observer standing outside and above the text. The methodological choices I make are 

influenced by my personal history, my gender, my cultural and personal experiences 

and contexts, and the wider social and political discourses in which I take part, as well 

as my preferred learning styles and notions of 'being' in the world. As Pierre Bourdieu 

(2000, p. 9) observes: 'It is precisely because we are implicated in the world that there is 

implicit content in what we think and say about it.' 

Any researcher who takes the trouble to offend the narcissism of the objective reader or, 

in Valerie Greenberg's terms (1990) anyone who violates the sanctuaries of acceptable 

ways of perceiving must surely have a strong belief, or at least a reasonable anticipation, 

that there is a choice to be made in elucidating new knowledge, new applications, new 

methods and techniques, or new modes of expression. At the very least, the researcher is 

likely to experience an awakening of critical consciousness. Otherwise research 

becomes merely a negative, time wasting exercise. For educational researchers to 'step 

outside' the narrow interpretative paradigms is to acknowledge that they are capable of 

revitalising, without precedence, practices which are considered by them to be morally 

ethical and pertinent to a turbulent and diverse world. As researchers we can choose 

how to regard the nature of research and the agenda we wish to promote (Brew, 2001, p. 

113). 

It is traditionally acknowledged that.researchers base their work within an interpretative 

framework. Each of us carries a basic set of beliefs and feelings that guide our actions, 

and our perceptions of the world and how it should be studied. (Guba, 1990). 

Researchers always begin their research from a starting point and always have certain 

assumptions at the outset and certain beliefs. This is what Harry Wolcott17 meant when 

he made the remark that ethnographers [researchers] must pause and ask themselves the 

question: 'What church are we in?' There is a tendency for contemporary theorists, 

researchers and practitioners to theorise, research and practice with multiple 

interpretative projects-post-interpretative, 'postfoundational' (Denzin, 1997) 

17 
Personal comment, University of Canberra, 17.0ctober, 1997. 
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frameworks-within competing fields of discourse and between overlapping and 

competing paradigms. 

Researchers are also readers and writers not only of their own work, but they are also 

readers and interpreters of others. Researchers bring to their research their reading of the 

relevant literature, as well as their personal style and their particular interests. As Paul 

Atkinson (I 992, p. 2) notes, contemporary researchers-ethnographers make choices in 

the full knowledge of their own textual practices and their own receptions as readers of 

text. The same choices are also available to the readers of the texts, the stories and 

ethnographies that are written by the researchers. The readers of qualitative narratives 

written by researchers bring to their reading their own interpretative scaffolding and 

expectations based on their background knowledge and their own assumptions, their 

preferred learning styles and their personal notions of 'being' in the world. 

The task of the researcher as reader and parodist of the 'monological playscript' is to 

tell 'good' stories or narratives, to create 'artful' products and processes (Atkinson, 

1990, 1992; Miller and Dingwall, 1997; Slattery, 2001) or to pursue fieldwork more 

'artfully' (Wolcott, 1995). The Play: The Samurai and the Sword· How Garry Shows his 

'Artfi.Jlness' in 'the theatre of absurdity' explains the implications for researchers to 

conduct their research more 'artfully'. In order to do this, the researcher must endeavour 

to live and practice at being an artist. To consider oneself merely as an artisan or having 

craft competence is insufficient. In Garry's words: 

Look, there are two parts to this. I can be an artisan or an ARTIST. For me the 

thought of being an artisan or having craft competence makes me ill. .. Every time I 

sharpen a chisel I am in awe. Not in awe that I can do it, but in awe at the point 

when it becomes not a chisel but becomes part of my hand and my arm. And it is 

at the point where the chisel becomes part of my hand and my arm that I have 

oota tool. It is not a tool. It is part of me. And that means beco1IHog. And it is 

there in a reservoir of practice of excellence in sharpening, and using and knowing 

which chisel, which way to hold, which way to perform .. . And it is not until we 

forget the skill - our familiar ways of doing things ... (Garry) 
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There is now a widely held view that researchers need to explore other 'good' 

ethnographic accounts both within and outside their own fields and disciplines in the 

assumption that different writing genres encourage them to critically review their own 

interpretative and analytical practices (Atkinson, 1990; Jipson and Paley; 1997; 

Richardson, 2000; Van Maanen, 1995). In this regard, John Van Maanen (1995, 

p. 22-23) argues that values, criteria and perspectives spring from the specific interests 

and personal histories of good ethnographic writing, not necessarily from former models 

and methodological certainties. By 'paying attention to the way that such works are put 

together' , he argues 'we will learn more about the art and science of our 

representational trade.' 

Accordingly,· as a reader and writer of ethnographic texts, I prefer to read texts that 

arouse me because they are saturated with infinite methodological possibilities and 

because they have developed beyond the bounds of traditional qualitative research. Such 

texts are offered in a range of disciplines. 'Unauthorised texts from elsewhere' 

(Benmussa, 1980, cited in Diamond, 1989, p. 68) include treaties on philosophy, 

history, theatre performance, visual art and cultural studies. I am not motivated by the 

texts on 'organizational learning' , but I am captivated by the omnibus volume of Francis 

Rabelais' The Works of Mr Francis Rabelais (1954). 

Throughout the period of my doctoral studies I have located many strange and 

fascinating texts which I found to be a treasure trove of important information on 

method and genre. Space and a prescribed limit on the number of words in this 

dissertation does not permit a full description of all the works which contributed to my 

new 'research', but consider, for example, Greg Dening's splendid historical 

anthropology Mr Bligh 's Bad Language (1992), which is an account of the voyage of 

the Bounty in the 1gth Century. Essentially, this is 'theatre of absurdity' on the high 

seas. Dening has drawn on alternative reportage to present a very compelling critical 

social analysis. He invites the reader to engage with the text through a close marriage of 

narrative and reflection and a weaving of theoretical webs into a discourse interspersed 

with portraits, engravings, sketches and maps. Throughout the text, Dening's own voice 

is clear and audible. 



171 

Stephen Pfohl's postmodern critique Death at the Parasite Cafe (1992) and the 

ethnographical monograph of J runes Agee and Walker Evans', Let us Now Praise 

Famous Men (1960) are also texts that fascinate as they impart information. Both 

accounts feature theory, fiction, autobiography and photography to convey critical 

social analysis. Qualitative researchers can only gain by paying attention to texts such as 

these. I can only ask the question: Why do such works not feature more prominently in 

the recommended reading lists for undergraduate and postgraduate subjects in 

universities, subjects such as 'Methods of Inquiry in Community Settings' and 

'Educational Leadership in Learning Organisations' . 

Working with multiple interpretative schemata 

As both a reader and writer of qualitative research, I am adopting the position of a 

critical researcher seeking a different narrative practice based the different 

methodologies I include in this study. My critique is not centered on abstract, 

dominantly cognitive systems (Turner, (1982), but is grounded on specific worlds made 

visible in performance and presented as five performance pieces or Plays. 

In _this study, my research has some relationship with a postpositivist, critical 

postructuralist conceptual frainework, but is not bounded nor confined by that 

framework. Refusing to be seduced by the narrow conceptualisation of positivism and 

foundationalism, I experiment with multiple interpretative schemata: feminism, 

constructionism, poststructuralism and different writing formats. -

A critical poststructuralist project emphasises a position that challenges the authority of 

a text to be accepted uncritically by a reader. It becomes necessary to dispute the 

validity, the universality and the reliability of texts, to recognise the inability of a text to 

re-present fully 'the world of lived experience' (Denzin and Lincoln, 1998a, p. 28]. 

Such re-presentations are seen as 'partial' . They only re-present, according to Friedrich 

Waisman (1951, p. 121), the 'essential incompleteness' of an empirical description. 

Current poststructural critiques, including performative cultural studies (Denzin, 1997; 

Strathern, 1991) and the discourses of feminist performance theory (Butler, 1990; 
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Davis, 1982; Diamond, 1997; Dolan, 1993), criticise standard social science research 

agenda and/or methodology. Throughout this dissertation, there is the desire to unmask 

ideological truth models and challenge the kind of re-presentations that obscure the 

mode of production within a text. In many poststructural feminists critiques, there is a 

social criticism that focuses on performance and experience as a site of meaning 

(Lincoln and Denzin, 2000). 

I have attempted to establish that critical poststructuralism challenges the issues of re

presentation and legitimation. As Norman Denzin (1997, pp. 4-5) notes, the critical

postructuralist perspective rejects the idea that 'there is a world out there, a truth matrix 

that can be captured by the researcher's method, in other words, by a "knowing author" 

through the ·careful transcription and analysis of field materials so that the author 

becomes the mirror to the world which is being analysed.' For Denzin, the notion that 

this reflected world then re-presents personal experiences through a complex textual 

apparatus is absurd. 

I have also attempted to establish that a critical poststucturalism paradigm prefaces the 

inadequacies of language by challenging the assumption that language mirrors social 

reality and experience. Such an assumption posits the idea that language creates social 

reality and experience, is 'constitutive' of it, and, in the process of creation, constantly 

transforms and defers that which is being described. This implies that the meaning of 

statement is always in motion. Hence there can never be a final accurate re-presentation 

of what was meant or said, only different re-presentations of differ.ent experiences 

(Denzin, 1997, p. 5). 

A critical poststructural social science challenges the validity ·or legitimation of a text 

(Denzin, 1997; Lather, 1994; Lincoln and Guba, 2000). Therefore, poststructuralism 

calls into question the positivist validity claims for the authority of text as an ' apologia' 

for epistemological certainty (Denzin, 1997, p. 6). Poststructuralism argues that an 

alternative set of criteria needs to be developed, a set that 'reframes validity as multiple, 

as partial, as endlessly deferred' (Lather, 1994a, p. 38). Validity is positioned not as a 

'regime of truth', whereby meanings emerging from the data have to be tested for their 

plausibility, their sturdiness, their 'confirrnability' (Donmoyer and Yennie-Donmoyer, 

1995, p. 11) but as 'an incitement to discourse' (Lather, 1994a, pp. 37-38). More 
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important is the credibility, the fidelity and the verisimilitude of a text, not whether it 

produces scientific canons of evidence. 

Both poststructural critiques and constructivist traditions often merge a strong feminist 

multicultural sensibility with a community ethic of care. Ethical and accountable 

research demands that we researchers 'struggle continuously with the larger questions 

of how to care for persons in the research and how to share their stories in meaningful 

and ethical ways. Ethical and accountable research presumes that researchers will build 

collaborative, reciprocal, trusting, friendly relations with the subjects in their study 

(Denzin, 1997): taking care not to harm the subjects; gaining formal consent from the 

subjects, respecting the rights of subjects to privacy by protecting their identity (Denzin 

and Lincoln, 2000). Unlike the postmodern text that seeks to atomise the subject (Pfohl, 

1992), care has been taken in this study not to harm Garry and other research 

participants by ensuring anonymity and concealing the identity of the characters 

portrayed in the Plays. Consideration was also given to the way in which Garry wanted 

the research to proceed by acknowledging his preference for telling stories and by 

respecting his need to work 'off-site'. 

These ethical points are of paramount importance for the values that I wish to preserve 

in this study. To restate Garry's definition, I understand an ethical research practice to 

be a reciprocal process that connects people for the purpose of mutual benefit and 

cultural integrity. As Garry has emphasised time and again, it is an ethic that honours 

relationships; therefore he seeks to produce narratives that also honour. relationships. It 

is an ethical model that is sensitive to minorities, gender, race and ethnic diversity. 

I come now to the final point of the feminist-poststructural ethic, namely the literary 

genre. As I have observed from reading other 'good' ethnographic accounts by James 

Agee and Walker Evans (1960, 1988); Greg Dening (1992); Dorrine Kondo (1990); 

Nicholas Thomas and Diane Losche (1999), there is a concern with the quality of texts 

produced from research. Accordingly, it is also important to me to aim for quality and to 

enjoy the stories that I write. 

An important part of ethical and accountable research is the text that we produce as 

researchers. The stories that we tell each other about each other and the universe 
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(Broderick, 1997, p. 38) are not 'read' as an end in themselves nor as something to be 

glossed over, nor as an exercise for self-promotion and accountability. It is important 

that the text we produce fulfils the criterion of 'usefulness '. It is important that the texts 

we produce create 'spaces' for other theoretical and methodological possibilities and 

applications, 'spaces' which enable actors to discover and understand for themselves 

new events as they unfold in the work in which they are realised (Bourdieu, 2000, 

p. 54). 

The important choices for me are about purpose and orientation in research, and these 

tend to construct--or at least indicate-the methodological repertoire. As Jenny Ozgar 

(2000, p. 82) indicates, the important methodological issues are concerned with 

connecting the research orientation to data collection and analysis in a coherent and 

consistent way and making those connections explicit. For this reason I have striven to 

identify a literary genre that demonstrates to the reader how I have made use of data and 

to formulate the theories that premise the ' reality' under construction. The literary genre 

which has fulfilled my requirements is the 'performance narrative'. This genre is 

plausible for argument and analogy (Van-Maanen, 1995, p. xi). I have also woven 

theoretical frames into my discourse in the performance narrative. I want the reader to 

see the art of 'literary rendering' (Gergen and Gergen, 2000). I want the art to be visible 

to the reader. 

A feminist poststructural dialogue is frequently 'played' or performed in both private 

and public spaces by actors as co-participants as co-equals. Although the author's 

inscription is paramount, the performance text actively invites a critical response from 

co-participants and co-performers as part of a participatory authorship. These 

performances, as Norman Denzin (1997, p. 115) points out, 'open a space for readers 

and audience, as co-performers, continuously to create new understanding of the 

experiences being described and interpreted'. This criticism is grounded in the specific 

worlds made visible in the ethnography (Richardson, 2000, p. 915). 
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Multiple interpretative research strategies employed in the study 

The research strategies I have employed in this study emerge from multiple 

interpretative qualitative research strategies: a commingling of case study, visual texts, 

'performative ethnography', ' autoethnography', elements of the 'new journalism' and 

'constructivist grounded theory' methodology. Since many of these qualitative 

interpretative approaches share similarities with 'performative ethnography', I have 

collated them under this broad heading. A single-site case study approach within a 

mind-set of 'grounded theory' that subscribes to interpretive, co-constructivist 

perspectives seemed to be the 'best practice' procedure for this study. Without some 

integration of the various multiple research approaches, it would not have been possible 

to effect a different critical and theoretical discourse and narrative practice. 

The context of the study naturally places it within the domain of a case study domain. 

Since the study is concerned with events in one specific bounded system with an 

emphasis on infonnation derived from just one setting, it is therefore a single case 

study. Robert Stake (1998, 2000) considers that the purpose of a case as the basis of 

research is to provide insight into a wider theoretical purpose, that of refining theory for 

further investigation. However, in order for this to happen, he argues, the case has to be 

presented in such a way that lets the case itself tell the story. This is vastly different 

from traditional research based on a closed set of analytical categories. In the present 

study, the purpose of a case is to provide the researcher and the reader with the 

necessary conceptual structure to advance and organise for themselves relevant 

schemata. There is no attempt to obtain the fullest possible story for its own sake 

(Strauss and Corbin, 1990). Thus the test for validity of text is its plausibility for the 

reader. This approach places demands on the researcher and the reader since each is left 

with the task of deciding which part of the case is the relevant, plausible story and 

which aspect of the story is appropriate to re-present or report. In this study I have 

attempted to present the case that encapsulates the relevant theoretical perspectives for 

my purposes, and also to allow the case itself to tell the story. I then invite the audience 

to interpret for themselves and draw their own conclusions from the narrative. 

Significant contributions to the single-site case study approach in this study were to be 

found in Dorinne Kondo's Crafting Selves: Power, Gender and Discourses of Identity in 
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a Japanese Workplace (1990) and Harry Wolcott's The Man in the Principal's Office 

(1973). 

Performative ethnography as a rendering process 

The performance-based, ethnographic narrative approach to research that I have 

employed in this study is generally referred to as 'performative ethnography'. Before I 

explain the reasons for choosing a 'performative ethnography' approach, it is necessary 

to point out which specific ethnographic strategies I have used in this project. Harry 

Wolcott (1995) claims that researchers need to declare at the outset which ethnographic 

techniques they intend to employ. In this project I am not concerned with the study of 

the culture of a given group; but I have used ethnographic methods to interpret and 

present the vast amount of data generated through case study analysis. I am concerned 

with the research process itself, not merely the finished written product. In other words, 

I regard the role of ethnography as both method and genre, which Laurel Richardson 

(2000, p. 923) calls 'writing as a method of inquiry', a process by which we come to 

knowing through writing. 

My understanding of the notion of 'performance ethnography' as method and genre has 

evolved from my personal and practical experience in the field. To come to this 

understanding I had to become a performer myself. 'Performance ethnography' is a 

'rendering' process; it is not static. The term 'render' :from French: 'rendre' and :from 

Latin reddere, literally means to 'give back, and by extension to 'give back' a re

presentation, to show, to stage, to demonstrate, to gesture, to make out, to make 

something explicit, to 'play' in a performance, to interpret _a reading or to give an 

account of oneself. A 'rendering' may take the form of a re-presentation, a performance, 

a translation, an interpretation, a commentary, an approach, a treatment, a picture, a 

description, an expose or reading especially by artistic means (The Oxford English 

Dictionary, 2002). 

When 'performance ethnography' is understood as a 'rendering' process, it calls 

attention to the making of something as well as a thing which is done. Furthermore, I 

see 'rendering' as an elicitation or evocation that calls forth a response; one that 
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emphasises the collaboration by the presenter and the audience, by the author and the 

reader, by the artist and the interactor, and by producer of text and the production of 

meaning in the text. The spectator is placed physically at the centre of the theatre, and is 

required to become involved in an act of 'participatory looking' instead of external 

observation. This action is intentional and pre-figured, and Merleau Ponty (1968, 

p. 244) refers to it as 'an intentional reciprocal relationship'. 

The notion of 'performance ethnography' has been described by several researchers: 

Paul Atkinson (1992); Norman Denzin (1997); Steven Pfohl (1992); Laurel Richardson 

(2000); Marilyn Strathem (1991); and Victor Turner (1982). 'Performative 

ethnography', or 'the playing of ethnography' according to Turner (1982, p. 93) requires 

the researcher to perform, achieve 'completion' . or accomplishment, to deliver 

fulfilment to an audience in their fullness, in the plenitude of their action meaning. This 

performance is different from the standard social science methodology in that it aims at 

making-'poises' rather than mimesis in the restricted conventional sense. The 

performance text is concerned with the fidelity of the script, not its structure (Turner, 

1982). 

Predisposed to 'performative ethnography' and stimulated by certain evocations from 

Garry, I have constructed a series of 'plausible' yet imaginary contexts for narrative 

performance. I have composed five performance narratives, Plays, from interviews with 

Garry, using the images of art, architecture and other literary devices, such as poetry, to 

dispel in the reader and myself any presumption of objectivity to text, thereby 

introducing other possibilities, other conceptual arrangements. A text that is produced 

from this kind of research is variously described as 'creative non fictional drama' 

(Atkinson, 1992); 'truthful fiction ' (Pfohl, 1992); 'realist fiction' Kondo (1990). 

Collectively the various terms mean fictional in format and factual in substance. Steven 

Pfohl (1992, p. 84) describes such texts as 'fictions and facts that are rooted in an 

epistemology that appeals to experience.' However, I must emphasise that, although I 

have invented the various Plays, I have relied heavily on the language, the gestures and 

the images supplied by Garry himself In Paul Atkinson's words (1992, p. 46), 'The 

[reality] fictional versions are put together out of fragments of real utterances and 
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exchanges. The texts are arranged and constructed by the author out of shards of 

evidence.' 

My prediction for performance narrative is timely, for it coincides with emerging 

appeals for alternative models of re-presentation and creative analytical practices that 

are not modelled on one dimensional univocal forms of analysis (Denzin and Lincoln, 

1998b; Jipson and Paley, 1997; Kondo, 1990; Mulkay, 1985 ). Generally, these forms of 

analysis open up research and critical practice to a 'heterogeneity' rather than to a 

reproduction of the known world (Deleuze and Guattari, 1983, p. 55). There is currently 

a resolute move towards alternative qualitative writings and alternative interpretative re

presentations including dramaturgy (Feldman, 1995), evocative drama and other quasi

fictional forms of discourse. Bruno Latour's Pandora's Hope (1999) and Michael 

Mulkay's The World and the Word (1985) are two examples of alternative texts. These 

works are pivotal to this study because they authorise my transition to narrative as both 

method and genre. 

There are several important reasons for choosing 'performance ethnography' over other 

interpretative forms of qualitative inquiry. First, performance ethnography allows for 

freedom and openness. It allows freedom within certain limits to unmask and restage 

epistemological assumptions and rituals (Pfohl, 1992). It promotes openness towards 

new approaches, new concepts and new methods, but not towards indeterminacy. 

Performance ethnographic writing is method in the making, an experiment in itself, an 

exercise of seeing, speaking, relating and responding to one another within the shared 

discourse of our daily working lives. The performance, therefore, 'is implicated in the 

work of reality' (Atkinson, 1990, p. 7). Laurel Richardson (2000, p. 934) makes the 

point that the performance provides multiple sites of potential invention and potential 

contestation for validity, ethical dilemmas and authority/authorship. 'It does not just talk 

about these issues it is these issues.' 

The 'perfonnative ethnographic' approach adopted in this study has enabled me to 

sketch out in advance the issues that I needed to investigate and the outcomes that 

would satisfy my requirements. It is also a valuable approach because it is not 

definitive, but always open to re-execution, to re-interpretation (Crease, 1993). The 

performance text shows an experience; it does not tell the reader how to interpret the 
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experience. The reader is immediately drawn into the story, into the experience; to solve 

the problems and puzzles posed with the text (Crease, 1993; Van Maanen, 1988). 

Essentially, the text becomes a 'doing thing' instead of a thing that is done. It invites 

interaction between the reader and the text; it involves a process of 'critical participatory 

looking' instead of passive external observation. Unlike the traditional monological 

'playscript' this processes is inherently contextual. Raymond Williams (1968b, p. 180) 

reminds us in Drama in Perfonnance that 'a method can be effectively rooted in 

experience, only when it connects with ways of seeing and responding that are more 

than methods, when it connects with real interests and possible ways of seeing.' Gale 

Miller and Robert Dingwell (1997, p. 6) make a similar point by emphasising the 

importance of considering the audience as contexts of qualitative research. 'Analyses of 

qualitative research', they argue, 'as a story-constructing and story-telling process must 

attend to the expectations and assessment standards audiences bring to their reading and 

hearing of qualitative researchers stories.' Thus context and method are inextricably 

linked. 

Adopting 'performative ethnography' as a research strategy required me continuously to 

question and thence to establish the credibility and fidelity of the Plays that I wrote and 

performed. Several writers, in discussing alternative validity criteria, note that discovery 

is possible within this research strategy (Denzin, 1997; Lather, 1994a; Richardson, 

2000). In total contrast to quantitative research in the logical positivist tradition, 

performance narrative requires detailed explication for its credibility, plausibility and 

trustworthiness. The theatre expert, Herbert Blau (1992 p. 4), refers to this as 'credibility 

in performance'. 

The 'performative ethnographic' approach allowed me not only to study and capture the 

richness of the data of the social world, but also to invite the reader to propel themselves 

into the story, to live it for themselves. By using this different approach to educational 

research, the reader is required to, 'make sense' actively of the text by interpreting 'the 

authenticity of the text', not by scientific canons of evidence, but by their involvement 

(Atkinson, 1990, p. 91). The reader is also encouraged to use 'provisional imagination' 

and to permit the unfamiliar, incomplete, complex and ambivalent realities to remain in 

tension (Blackmur, 1952). 
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This approach differs markedly from the standard forms of analytic practice, in that the 

reader or the audience is invited to interpret text at will, but with reference to a broader 

theory. For that reason, in the social dramas, the Plays, presented in this study, I 

frequently draw upon specific theoretical quotations and allegorical signposts and 

incorporate them into the text itself. I want my readers to understand how I obtained 

theory from data. The text and the theory were designed to recognise the need for some 

level of 'generalisable truth' . This is not to say that the research strategies adopted in 

this study are intended for use as a generalisation model for other research problems, 

other populations or samples. As various writers have observed, we cannot generalise 

about our qualitative data. We must not assume that what happens in one location is 

necessarily the same in another (Berlin, 1996; Eisner, 1991). However we must strive to 

design our research to be sufficiently abstract to create concepts and theories as a 

general guide for other researchers to translate to other research problems and 

substantive fields (Charmaz, 2000; Corbin, 1990; Glaser and Strauss, 1967). 

I have chosen 'performative ethnography' over and above other qualitative methods for 

another reason: Rather than working from a base of unexplained a priori hypotheses 

and causal explanations, performance ethnography has inspired me to search for new 

explanations so that I could understand and interpret the experiences of others. 

Consistent with several research theories, particularly within qualitative research, 

including 'constructivist grounded theory' (Charmaz, 2000), 'performative 

ethnography' has compelled me to investigate variables: how they are grounded; how 

they are given meaning; how they are 'played' out in the lives of subjects. 

Finally, the performative ethnographic research process has required an entirely new 

language for a discourse that engages in dialogue with other people. This is a language 

of access, not excess (Pfohl, 1992), replete with metaphors: dissolution, partiality, 

contingency, incompleteness, association, non-attachment, process and re-orientation 

These metaphors displace the conventional metaphors: solution, completeness, 

disassociation, attachment, destination and restructuring. 
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Methods of data collection and analysis 

Within and beyond the multiple interpretive perspectives and paradigms described 

above, in this study I have employed a qualitative multi-method approach to data 

collection and analysis. Participant observation was deemed to be too intrusive. My 

primary sources were unstructured interviews and observations, artefacts, literary works 

including poetry and plays; object stimulated auto-narratives, visual records including 

artworks, architecture and performance narratives. These primary sources provided a 

multi-layered vision held together by the mutual light the different media shed on one 

another (Felman and Laub, 1992). 

The interview process as negotiated text -

The major primary source for this study was the interview. Consistent with a feminist 

'communitarian' ethic (Denzin, 1997, p. xiv), the interviews were conducted as 

'negotiated text'. The term 'negotiated text' recognises the interviewer as an equal 

participant in the interaction with the respondent. Such an approach allowed for 

negotiated constructed meanings and understandings to emerge and flow freely between 

Gai:ry and myself. These understandings were spontaneously, or so it seemed, were 

grounded in the context and situations from whence they came. I did not control the 

research process. No one was in command. If I had not conducted the research 

investigation in this way, with a high degree of freedom and latitude, I would not have 

gained access to other ways of knowing and new modes of production. Neither would it 

have been possible to have assembled such rich and varied data. 

In this study the interviews with Garry were mostly unstructured, individual, in-depth, 

'face-to-face' interviews with Garry conducted over thirteen days and sometimes over 

whole weekends. Interviews were also conducted with two of Garry's colleagues and a 

focus group session with three of his students. The interviews with Garry were spread 

over a period of two and a half years commencing in February 1999. Regular follow-up 

telephone interviews and exchanges of day to day events with Garry via electronic mail 

and telephone provided additional data. The face-to-face interviews were recorded on 

audiotape and transcribed verbatim. After consulting Garry on the way in which he 
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wanted the research process to proceed, we decided to conduct the interviews 'off-site' 

rather than a formal office in the University. Although Garry had permission from his 

Supervisor to assist in my research project as informant, for personal and political 

reasons he preferred to engage in the project off campus. This had benefit for both 

parties. Accordingly, he frequently travelled to Canberra for the interviews. Second, 

since the fundamental goal of the study was to tease out new understandings and new 

conceptual orientations and new theories for an alternative reading of educational 

research, it was not necessary to go out into 'the field' . Other methods such as 

participant observation, was unlikely to produce more effective and valuable data. I had 

earlier worked alongside Garry for a period of six months at his University before 

undertaking this dissertation. For this reason, in particular, I was eager, to paraphrase 

James Agee and Walker Evans (1960, p. 243), 'to set up a silence under the darkness on 

this metaphoric front porch as a sort of fore-stage to which from time to time, the action 

may have occasion to return.' The action always had 'occasion to return' because Garry 

was always the one to contact me first. 

The interview process as 'negotiated text' gave rise to the narratives through which 

Garry described his world. The interviews provided information about a wide range of 

topics relating to mutually relevant critical issues concerning our personal and 

professional lives: our childhood, our schooling, our friendships and relationships, our 

dreaming. There was never a questionnaire on hand, although I had some idea in mind 

of the direction in which I was headed. We engaged in an 'orgy' of conversation, in 

what Phyllis Gorfain (1986, p. 215) refers to a series of 'inconsequential conjectures'. 

Often I read passages from stories, memoirs, myths, anecdotes and works of philosophy 

and literature, and any other works that might have particular relevance to a previous 

conversation. I used these works to explore issues as they arose and also to stimulate 

further conversations. Frequently this exploration led to an excursion or a randonnee. 

On occasion I introduced into the interview visual documents such as photographs, 

ornaments and artefacts, again to elicit new ideas in ensuring conversations. Throughout 

this period of time, a close, trusting relationship developed between researcher and 

informant. 
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Inevitably, the theatre season, the years of conversation with Garry had to run its course. 

Saturation point was finally reached. Interviews with Garry's colleagues and students 

also indicated that sufficient data were assembled. This presented me with an ethical 

dilemma. What was I to do with Garry, the marginal man, the 'picaro narrator'? Barbara 

Babcock (1978) maintains that in the end we have three choices; either we 'kill off the 

picaro character', metaphorically speaking; or we promise the reader that the picaresque 

adventures will continue. As a final option, she argues, we hope that eventually our 

'picaro man' will re-enter society-through marriage, for example. Acknowledging that 

the last two options were highly improbable, I settled for the first option. I decided to 

'kill Garry off at least, for the purposes of this study. Our friendship and concern for 

one another's professional lives remain. However, 'killing off generates a new 

beginning. 

Reflections on the use of writing as a mode of qualitative data analysis 

andgenre 

For the purposes of data analysis, a vast amount of qualitative data was collected from 

the research texts and the transcripts. From this written data, I conceived and wrote a 

series of Plays based on interviews with Garry. As a researcher, my role was to manage 

and interpret the interviews and the ensuing transcripts. How was the rich chaotic data 

handled? Rather than using a sophisticated coding system, the written data was analysed 

using a routine manual routine 'open coding' process (Agar 1996b; Lincoln and Guba, 

1985; Strauss and Corbin, 1990). This process began with reading the material and 

underlining the words and phrases. From this process, correlations, regularities and 

emergent patterns across the different transcripts were noted. At this point I could 

roughly identify potential themes and concepts from which various categories and 

theoretical models were to be formulated. Following this process a copy of a second 

transcript was drafted with the main categories and the core areas of focus highlighted 

and identified. In this draft all the original words were retained. Only the format 

changed. The categories which had been identified, were listed as dot points at the top 

of each transcript for easy identification. In this second transcript particular attention 

was directed to Garry's gestures and moods, noting and highlighting specific 

movements and facial expressions as well as unusual verbal expressions. 
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At this point, some two years into my doctoral studies, a new dilemma now presented 

itself to me vis 'What was I to do with the neatly transcribed but massive volume of 

data?' There were urgent demands to accelerate the progress of my thesis. I went on a 

fishing expedition for a suitable method of analysis. I trawled ethnographic texts and 

academic journals for good exemplars. I joined a postgraduate research group. I 

presented two work-in progress-seminars to colleagues hoping for feedback. I attended 

final seminars and the graduation celebrations of three of my colleagues who had started 

their doctoral theses at the same time as I did. I drank coffee. I thought about my thesis 

all day long. Time passed, but I was not writing. It was now more than two years into 

my doctoral studies when a colleague said to me: 'Write a Play!'. These words acted like 

a bolt from the blue. Shortly afterwards, I was very fortunate to attend a postgraduate 

seminar at my University facilitated by Professor Greg Dening (April 19-20, 1999). The 

seminar was titled Challenges to Perform: The Creative Imagination in the Presentation 

of Knowledge. With other participants, I was invited at this seminar to choose an event 

or an idea germane to my thesis that I believed to be critical and capable of 

development. I was asked to present this idea as a short story that would act as a parable 

to the whole of the thesis. I wrote the story and performed it as a mime. At last I noticed 

that I was writing, slowly, but I was writing. The report on a possible method of 

analysis began as story. I was very soon to realise that the actual writing process had 

become a method of inquiry in itself, a full scale embracement of methods of narrative 

analysis (Denzin, 1997), which I have given the cumbersome title of a reflexive feminist 

poststructural performance narrative analysis. 

At this point the massive amount of written transcripts were abandoned and ignored for 

a period of time. Instead the writing proceeded from memory work and recollection. 

This technique I learned from reading Let us Now Praise Famous Men, an ethnographic 

study by James Agee and Walker Evans' (1960) which combines photographic images 

and fragmented narrative to form a startling account of the life and struggles of three 

poor tenant families of Alabama in the nineteen fifties. This work served as a pivotal 

casebook to provide a method of analysis for this study. As Agee and Evans' assert 

(1960, p. 243): 'Rather than searching for pre-determined categories in the data, the 

ethnographer must get his [her] own sort of truth out of the experience.' Therefore, there 
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should be a move towards 'recall and memory from the present, as it happened and as I 

try to write it. ' 

In other words, the ' truest' thing about the experience is now neither that it was 

from hour to hour thus and so; nor is it my fairly accurate ' memory' of how it was 

from hour to hour in chronological progression; but is rather as it turns up in recall, 

in no such order, casting its lights and associations forward and backward upon the 

then past and the then future, across that expanse of experience. (Agee and Evans, 

1960, p. 244) 

1bis passage describes the approach to narrative analysis that I have adopted in this 

study. With my sturdy casebook tucked away neatly in my top drawer, with every 

intimate detail etched permanently in my memory, a method of analysis began to 

develop. Having working alongside Garry for an extended period, I already knew and 

understood which concepts and theoretical perspectives that I wanted to explore and 

investigate. These were recurring concepts that constructed themselves through 

participation in performance, in the course of our conversations, concepts that emerged 

and became apparent, and then were modified and validated then and there. 

The following is a brief description of the journey I undertook in working out an 

analytic practice for the study. In the first part of this description, I include a passage 

from the monograph by Tom Griffiths and Annie Dillard (1989) Writing Life. I have 

chosen to include this piece almost in its entirety because it exemplifies aspects of the 

methods of analysis I have used in the study. The piece is interspersed with my own 

reflective comments. 

When I began this dissertation I started with a blank page, with not even a skerrick of an 

idea, with just a strong urge to stop for a while and contemplate things that have always 

seemed to me to be interesting and important, but never emphasised in conventional 

methodological and interpretative frameworks. 

Here is a fairly sober version of what happens in the small room between the writer 

and the work itself. It is similar to what happens between the painter and the 



canvas. First you shape your vision of what the projected work of art will be. 

The vision, I stress, is no marvellous thing: it is the work's intellectual structure and 

aesthetic surface. It is a chip of the mind, a pleasing intellectual object. It is a 

vision of the work, not of the world. It is a glowing thing, a blurred thing of beauty. 

Its structure is at once luminous and translucent; you can see the world through it. 

After you receive the initial charge of this [imaginary J object, you add to it at once 

several aspects, and incubate it most gingerly as it grows into itself. (Griffiths and 

Dillard, 1989 p. 56) 
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I was never quite certain where my research process would lead, although I must have 

had some sense of direction. Otherwise, I could never have set out for my research site 

in the beginning nor known what to look for once I was there. 

Many aspects of this work are still uncertain, of course; you know that. You know 

that if you proceed you will change things and learn things, that the form will grow 

under your hands and develop new and richer lights. But that will not alter the 

vision of its deep structures; it will only enrich it. You know that and you are right. 

(Griffiths and Dillard, 1989, p. 56) 

I never claimed to understand everything I saw. Least of all to try to fill in the void just 

for the sake of filling it. I had fallen into that trap many times before in previous 

research projects. 

But you are wrong if you think that in the actual writing, or in the actual painting, 

you are filling in the vision. You cannot fill in the vision. You cannot even bring 

the vision to light. You are wrong if you think that you can in any way take the 

vision and tame it to the page. The page is jealous and tyrannical; the page is made 

of time and matter, the page always wins. The vision is not so much destroyed, 

exactly, as it is, by the time you have finished, forgotten. It has been replaced by 

this changeling, this bastard, this opaque lightless chunky ruinous work. (Griffiths 

and Dillard, 1989, pp.56-57) 
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Basically, from humble beginnings, from a few scraps and jottings, a project gradually 

began to take shape. Without conscious realisation, I found myself 'cast into the middle 

of the research.' In Merleau-Ponty's words (1968, p. xxv): I was 'already occupied in 

plowing the field of my questions, articulating them in relation to each other, and 

discovering the necessity that commands them, when I thought I was only beginning to 

move.' 

Here is how it happened. The VlSIOn 1s, sub specie aetemitatis [ under the 

appearance of eternity), a set of mental relationships, a coherent series of fonnal 

possibilities. In the actual rooms of time however, it is a page or two of legal paper 

filled with words and questions; it is a terrible diagram, a few books' names in a 

margin, ·an ambitious doodle, a corner folded down in a library book. These are the 

memos from the thinking brain to witless hope. 

Nevertheless, ignoring the provisional and pathetic nature of these scraps, and 

bearing the vision itself in mind - having it before your sights like the very Grail -

you begin to scratch out the first faint marks on the canvas, on the page. You begin 

the work proper. Now you have gone and done it. Now the thing is no longer a 

vision: it is paper. (Griffiths and Dillard 1989, p. 57) 

As time went on my writing gathered momentum. I rode 'in the whirlwind and directed 

the storm' (Addison, The Campaign, 1705, I. 292, cited in Johnson, 1779) through the 

writing process itself. Using Humberto Maturana and Francisco Varela's metaphor 

(1988, cited in Greenberg, p. 48 1987), I was 'laying down the path in the walking'. 

Words lead to other words and down the garden path. You adjust the paints' values 

and hues not to the world, not to the vision, but to the rest of the paint. The 

materials are stubborn and rigid; push is always coming to shove. You can fly - you 

can fly higher than possible - but you can never get off the page. After every 

passage another passage follows, more sentences, more everything on drearily 

down. Time and materials hound the work; the vision recedes farther into the dim 

realm. (Griffiths and Dillard, 1989, pp. 57-58) 
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The end result bore no resemblance to my intentions. I did not seem to be taking true 

advantage of the vast amount of rich chaotic data I had collected. There seemed to be 

more omissions than inclusions. 

And so you continue your work, and finish it. Probably by now you have been 

forced to toss the most essential part of the vision. But this is a concern for mere 

nostalgia now: for before your eyes, and stealing in your heart, is this fighting and 

frail finished product, entirely opaque. You can see nothing through it. It is only 

itself, as series of well-lmown passages, some coloured paint. Its relationship to 

the vision that impelled it is the relationship between energy and any work, 

anything unchanging to anything temporal. (Griffiths and Dillard, 1989, p. 58) 

I came to learn that what I did not write was just as important as what I did. I even 

deliberately tried to hide data knowing that some aspect of it would eventually percolate 

to the surface. Quite often, like Geoffrey Chaucer, I did feign: 

Whoso shal telle a tale after a man, 

He must reherce, as ny as ever he kan, 

Everich a word, if it be in his charge, 

AI speke he never so rudeliche and large, 

Or ellis he moot telle his tale untrewe, 

Or feyne thing, or finde wordes newe. 

(Geoffrey Chaucer, Canterbury Tales, Prologue, I. 731-736, in Huppe, 1964, p. 26) 

The power of 'feyning or finding wordes newe', of making and breaking, burning and 

burying, incubating and growing, of letting things go and breed, so that they may in 

time 'fructify', proved to be a crucial component of learning how to read research in a 

different way. 

The work is not the vision itself, certainly. It is not the vision filled in, as if it had 

been a colouring book. It is not the vision reproduced in time; that were impossible. 



It is rather a simulacrum and a replacement. It is a golern. You try - you try every 

time - to reproduce the vision, to let your light so shine before me. But you can 

only come along with your bushel and hide it. (Griffiths and Dillard, 1989, p . 58) 
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Further reflections on method: The Researcher learns to become a 

Playwright 

I had to teach myself to write a Play. I had never before attempted such a task. I 

rummaged through second hand bookshops for Bertolt Brech't Plays and found some of 

his best known, including The Threepenny Opera (1928), The Life of Galileo (1938), 

Mother Courage and her Children (1939), The Good Woman of Setzuan (1941), and 

The Caucasian Chalk Circle (1945). I then modelled my own social dramas on Brecht's 

particular style of playwriting, for it became apparent that the Brechtian genre has a 

close affinity to Garry's performance technique. I found Brecht's postscripts to his plays 

particularly useful for my purposes because here he describes the way certain 

movements are to be performed and how these movements might be seen and 

interpreted by an audience. I have also incorporated some of Brecht's poems throughout 

my own Plays. 

The Plays of Brecht and other transgressive readings are often orientated towards the 

rituals of a traditional location such as the ancient market place or the medieval carnival 

{Agnew, 1986; Babcock 1978, Bakhtin, 1968; Rabelais 1954, Stallybra~s 1986, Turner, 

1982). I have written my Plays in the subjunctive mood, the mood of supposition, 

hypothesis and unreality, where the dominant structure is irony, folly, rupture, 

interruption, exaggeration, frequently interspersed with a coarsely comical plot which 

parodies and debunks epistemological certainty. My Plays, in the words of Victor 

Turner (1982), are always rife with problem and conflict, always working somewhere 

between determinacy and indeterminacy. However, I must emphasise that neither 

negation nor emptiness was my intention. 

When I began to write the Plays I resurrected the transcripts of Garry's interviews, 

creating a 'reality fiction' drama out of Garry's disconnected narrative. From the 

discourse in the transcript I was attempting to elicit theoretical concepts and weave 
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them into the Plays. I then positioned each of these Plays as a lead-in to the particular 

theoretical constructs I wanted to unravel. The Plays became a vehicle for the 

expression of ide.as. In Chapter 4, for example, the Play titled An Exquisite Dish served 

as a prelude to Chapter 5, Towards the Oneness - in the Multiplicity of Folly, which 

explores the interplay of diverse conceptual arrangements and mixtures. The switching 

'to and fro' of various theoretical themes embodied in Garry's performance repertoire to 

formulate broader conceptual arrangements has become a pattern which is constantly 

repeated throughout this dissertation. 

In the five Plays in this dissertation, I have inserted myself into the text as an 

interlocutor, not so much as a commentator. I wanted my voice to be heard but not to 

predominate. · Being a performer in the Plays, I had the opportunity to weave into the 

text various theoretical themes that I wanted to emphasise at that particular time or 

reiterate in a later point in time. Since I regard Garry's gestures, facial expressions, 

postures, movements and style of language to be an important part of exacting. I have 

incorporated Garry's manner of speech and body language as traditional stage 

directions. I have deliberately interrupted the spoken dialogue with musical numbers 

and drop sheets with projected images which include my poems and captions. The 

interruption is deliberate to drag the attention in opposite directions, to break the illusion 

and to keep the audience in critical mode . . I wanted the Plays to be disconcerting. 

When I had written the Plays, I tested them with colleagues and friends. Many revisions 

eventuated. I then read all the Plays to Garry. Apart from one or two minor corrections, 

he agreed for the Playscripts to be included in the dissertation. I then introduced two of 

the Plays to students enrolled in an undergraduate subject, 'Methods of Inquiry in 

Educational Settings'. Since these were students whom I was teaching, I invited them to 

perform the Plays. After the performance, I posed the question: 'How do the Plays 

'work' to stimulate you to think about doing educational research differently?' I was 

completely overwhelmed by their enthusiastic and insightful comments. 
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Concluding comments 

In this chapter I have described in detail the research processes and interpretative 

scaffolding that have been applied to this study. Drawing on a critical poststructuralist 

interpretative paradigm, through a 'performative ethnographic analysis', this study is 

grounded in a single-case study using various qualitative multi-methods in the quest to 

'do educational research differently'. The 'performative ethnographic' approach 

adopted in this study, an approach I have described as a 'rendering process', has 

provided the means to break with the illusion of conventional models of educational 

research. Through this approach, the actual process of writing is seen as an organising 

process in itself, simultaneously a method and genre. The writing process is not adjunct 

to the research process; it is the research process. 



CHAPTERS 

'Stepping Out': Finishing Knowing -Then 

But Rabelais was another thing, a man 

Made up of all that Art and Nature can 

Forme from a fiery Genius, he was one 

Whose soul so universally was throwne 

Through all the arts oflife, who understood 

Each strategem by which we stray from good 

So that he best might solid vertue teach, 

As some 'gainst sinnes of their own bosomes preach: 

He from wise choice did the true meanes preferre, 

In the fool es coat acting th' Philosopher . . . 

. . . So undeceiving us that now we can see .. . . 

(Francis Rabelais, The Works of Mr. Francis Rabelais, 1954, p. 4) 

Introduction 
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Traditional educational research frames provide us with the illusion that we are doing 

something worthwhile. This study has looked for alternatives to the narrow monological 

Playscript of 'the theatre of illusion' through the imaginary that I have called the 

participatory, dialogical 'educational theatre of absurdity'. This thesis presents the 

findings of an experimental study that aims to extend the discourse of educational 

research through a 'performative ethnographic analysis' using an interpretative, single

site case-study approach. This case study is an analytic parody based on multiple 

discourses relevant to doing educational research differently, so that a more 
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comprehensive and complex process of re-reading and writing the text becomes 

possible. 

The discourse forming the theoretical and interpretative basis of the study includes; 

philosophy, science, visual arts, literary theory, critical postructuralist and feminist 

theory and theatre performance. The data are presented as a series of performative 

narratives in the form of socio-dramas, the Plays, interspersed with critical reflection. 

Many events have contributed to the process of 'doing educational research differently'. 

These include informal meetings with academic colleagues, seminars on professional 

practice, the reading of 'unauthorised texts from elsewhere', the actual writing of 

educational research and conversations with Garry. 

I vividly recall the moment when Garry, the Gargantua of this study, re-entered my 

world. I gave Garry this nickname because he reminded me of Gargantua, one of the 

playful characters in Francis Rabelais' volume, The U0rk, of Mr. Francis Rabelais 

(1954) which is oriented toward the folk culture of the marketplace of the Middle Ages 

and Renaissance. Like Garry, Gargantua was a 'gesturer' who 'played' purposefully at 

just about everything so that he too might disrupt conventional thinking. As portrayed 

by Rabelais, Gargantua played; 'at the false clown' 'at the opinion', 'at bob and hit' , 'at 

pull yet a little', 'at har hoi', 'at tip and hurle' , 'at the musse', 'at the pounding stick', 

'at purpose in purpose', 'at swaggie, waggie or shoggieshou' , 'at the branching it' 'at 

the whirling gigge, 'at the blank', 'at forward hey' and 'at I'm for that' (Rabelais, 1954, 

pp. 63-66). 

Out of the corner of my eye I saw Garry. The spotlight focussed on the 'player' 

downstage left 'standing there in the fooles coat', carrying his kitbag of conceptual tools 

in his hand, his eyes fixed on me, smiling. I am not sure of his exact words, but I 

thought he said: 'Good friend, I beg this favour of you, and therein you will very much 

oblige me, that you leave not the places where you sate, nor quit the discourse you were 

upon' (Rabelais, (1954 pp. 472-473). 'But do ya wanna "step out'' and "play"?' I 

considered the possibility that the sudden advent of Garry might have been a figment of 

my imagination. I know I must have 'played' at something. 'Players' know when they 
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have 'played'. By merely asking the question, 'Haven't we already secured a place in 

the field of our own "playing"?' 

I began this thesis with a yearning for a broader expansion of the conceptualisation of 

research methodology and analytical practice. Like Rabelais (1954), I was in search of 

the 'great perhaps'-Je m'en vais chercher un grand peut-entre-'I go to seek a great 

perhaps.' Critical analysis of current approaches to 'doing educational research 

differently' revealed that the existing frameworks and the dominant discourse of 

educational description were limited and also limiting in focus and scope. Existing 

frameworks ensure the redundancy of social action and close off new possibilities, new 

histories and new and different theoretical and methodological possibilities. The current 

situation in educational research leads to unethical practices and intellectual pessimism, 

both of which sap intellectual energy or produce dishonest outcomes. 

Without presuming to know the answer, I propose that the task of establishing new 

practices in educational research require certain changes in critical procedures and 

narrative practice, as well as more searching intellectual and ethical debate about the 

direction that educational research should be taking and the way in which it should be 

conducted. To achieve a new direction and a new course of conduct, I argue that new 

generative paradigms of action, perhaps even 'fictive' ones are urgently required, 

especially dialogical or relational paradigms that are not external to practice. fu this 

study I have discovered critical practices and the conceptual frameworks of the rigid 

conventional kind are not at all suited to the task of inventing new conceptual 

methodologies to enable me to move forward. I have now established that a different 

empirical site, namely 'the educational theatre of absurdity' is able to serve the purpose 

of establishing 'new' nodal points in the discourses of educational inquiry, thereby 

challenging the domain of traditional models. 

To gam access to the other discourses that might dislodge any presumption of 

objectivity to text, I had to attempt an extremely risky a manoeuvre. I contemplated 

what might become possible if educational researchers-practitioners themselves were to 

respond to the challenge of contributing to the modification of the narrow monological 

Playscript of the conventional 'educational theatre of illusion'. Of course, I myself had 
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to respond to the challenge and search for a new theatre-'the great perhaps'-perhaps 

'the educational theatre of absurdity'? 

I wanted to work with and against intellectual, academic and professional discourses. I 

wanted to work with and against the sedimented critical sociologies of the 'education 

economy interface' (Lather, 1994b, p. 2). I wanted to fight. I wanted researchers to be 

part of the inventing; I wanted them to share their stories of analytical perplexity and 

complexity, which they had experienced and to share their triumphs and victories in 

those arenas where new inventions and new discoveries had flourished. 

I fought long and hard and discovered that the task of 'reading off the familiar 

epistemologies could happen. I worked from the perspective of the reader. Educational 

researchers can become theatre critics; they can learn to keep open the possibility of 

modifying the monological Playscript; They can tell the story as it might become, not as 

it is. For this to happen educational researchers will need to 'step out' of their narrow 

interpretations and start anew; they will need to move beyond the system of the former 

systems. 

My research deliberately avoided a specific research focus. I wanted to invent my own 

problem; I wanted to articulate my own concepts through dialogue. I began by keeping 

a professional journal on the reflexivity that dominated my stage in 'the educational 

theatre of illusion', a reflexivity that for too long has shaped my research and other 

researchers in education. No longer wanting to be trapped in the 'illu_sion', I tried to 

imagine new theoretical directions and new fields of action, in which other educational 

researchers and I could find, organise and articulate new descriptions of experience. My 

imagination was inspired by experiences and characters I have known and events that 

have moved me, events such as my mother's funeral (2002), and the 'Garma Festival of 

Traditional Culture', Northeast Arnhem Land, Northern Territory, Australia (1999). 

Experiences such as these can point to a rich storehouse of possibilities. These 

experiences provide chances that we must seize (Deleuze, 1995, p. 176). Alfred-North 

Whitehead (1932, p. 248) suggests that we should 'apprehend some of these 

"organisms" in their completeness and preserve some of their useful methodology.' 
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In my journey I followed the logic of a theoretical perspective where knowledge is 

understood as a relational enterprise or consensual domain that comes from shared 

understandings. Such a perspective presumes that new knowledge, new actions arise in 

our living processes, in a world in which we 'call forth' or 'bring forth' our heritage and 

wisdom to rekindle our capacity for creativity (Bourdieu, 2000; Latour, 1990; Segal, 

1986; Whitaker, 1977). This concept is quite different from a theory of knowledge that 

seeks to create a system or a theoretical monologue to fit the constraints of its 

environment (Manturana and Varela, 1988). 

Such a conceptual theorising of knowledge I argue, recognises that a quite different 

body of knowledge and explanation advocated by other social and cultural groups are 

equally valid: Educational researchers are to be acknowledged as active instruments of 

research in themselves. They can be viewed as ethnographers of their own reality. They 

can form the basis for the construction of a personal critical reflection as a collaborative 

enterprise or collective creativity. The construction of ideas/knowledge is never the 

mere combination of already existing elements (Latour, 1999, p. 124). Theory does not 

emerge from data, instead data are constructed from many events observed or read 

about; data are constructed in a highly selective series of action, and interpreted all 

through the course of the research project (Strauss and Corbin, 1997, p. 64). 

This study posed a series of questions related to the narrow conceptualisations and 

methodological problems disturbing and inhibiting the educational inquiries, research 

theories and practices of the present time. The main research question/s and sub

questions which stimulated the grounded study were: 

What work will I need to do in order to learn new practices in educational 

research? 

In order to do that how can I: 

• become willing to undertake the task of learning to establish new practices in 

educational research? This question, according to Laurel Richardson (2000, p. 939), 

requires me to 'construct myself as an ethical subject engaged in ethical 

ethnographies- inspiring to read and write.' 
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• break free of the constraints of traditional approaches to research, the constraints of 

language and the constraints of allegiance to narrow research policies? 

• learn to 'read-off' the familiar epistemologies in my own practices? In the words of 

Thomas Whitaker (1977, p. 57): 'Can we let our habitually objectifying voice be 

still? Can we listen to a critical fiction that might enter into the play's action of 

performance?' 

• dare to imagine what might be possible by 'stepping out' from the comfortable 

epistemologies and start anew, no longer anchored within the existing research 

culture? 

• engage educational researchers with ' impossible possibilities' so that they might 

learn to participate-to be willing to 'bring forth' or 'call forth' new modes of 

discourse and new kinds of events that are both useful and validating? 

Casting myself as a 'player' alongside Garry, I proposed certain hypotheses regarding 

the way in which relationships and shared understandings can lead towards a 

reorientation of myself and others as readers and writers of research into the spaces of 

the unknown, the uncertainty, our 'mistaking'. I hypothesised that a participatory, 

dialogical, structured mode of inquiry could advance a more reflexive imaginary of the 

'history of the present' (Pfohl, 1992). I tested my hypotheses in five social dramas or 

Plays created from Garry's dialogue, interspersed with my own critical reflections. It 

came to pass that my assumptions were justified; my justifications have been 

authenticated not by scientific measurement but by an entirely different style of validity 

checks which Thomas Whitaker (1977, p. 33) calls 'qualifying ironies'. These validity 

checks 'qualify' by a stringent internal criterion-checking by the members of the 

project. Garry's performance repertoire demonstrated that valid criteria existed to access 

the success of researching through, between and beyond 'the theatre of absurdity'. 

'Doing research differently' demonstrates that, when researchers 'step out' of their 

comfortable epistemologies and engage in a practical sense with individuals or groups 

on the basis of relational equality, new knowledge, new theoretical formulations, new 

conceptual methodologies and new fields of action will become possible. This new 
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modus operandi or 'reciprocal-intentional reference' (Merleau-Ponty, 1968) commands a 

greater possibility of 'connectedness' to partial representations and disparate entities, to 

the interplay of many diverse values and elements, to a composite of things that have no 

immediate or essential connection (James, 1967, p. 324). The notion of 'feigning with 

the strange unlike' (Stevens, 1955) is apposite here if researchers are to participate in 

and advance effective dialogue regarding critical forms and ethical purposes in 

educational research. According to Raymond Williams (1968a, p. 12), creating new 

forms and new practices in educational research is not a question of applying an 

external form and its rules of connection to a particular Play. On the contrary, the 

creation of 'the new' is the discovery of how the experience and the means of 

communicating that experience relate to an internal logic and consistency that makes 

sense in its own right. 

New theoretical directions, new possibilities and new articulations of perspective are 

shaped by our unknowing, our mistaking, the imminence of the 'not-yet'. Those things 

which we 'as yet' have failed to notice and articulate because they are not within our 

reach or our sight, or are not currently available to our senses or our practical activities 

(Bourdieu, 2000) provide a window of opportunity for the educational researcher to 

gain access to other ways of reading text; they dislodge any presumption of objectivity 

to text and radically challenge the premises and practices of normalising 

power/knowledge. 

Remaining open to the Play and being responsive to the things that are made explicit 

through the ' elicitations and beckoning' of others-the artists and gesturers, for 

example, who lead out and 'call forth' responses from us through the character of their 

work-provides an interruption to our established way of seeing and directs our 

attention in practical ways to new possibilities, new forms of thought and practice and 

new political and educational formulations. Deeply implicated in this process is the way 

language works to explicate these realities. 

At the outset I had anticipated that a new generative conceptual methodology and 

interpretative framework was needed in order to move the critical dialogue forward. 

Inviting the reader to join me in a collective I/we/us 'game for three' (Serres, 1997), a 

Play, a performance, I moved through a mosaic of notes, commentaries, dialogues, 
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visual artefacts and reality-fictions that allowed other readings to proceed from a locus 

that shifted, multiplied, or dissolved in response to the challenges offered by the various 

Plays I conceived from Garry's dialogue. I added an audience, myself, and a reader, 

some-one else, and invited each of us to be co-producers as well. To fulfil my desire for 

the broadest possible communication, I sought those space-makers, messengers and 

travellers who had crossed borders and expressed different fields ofreality in ways I had 

never contemplated. My educative partners and mentors included poets, artists, 

philosophers, 'absurdist playwrights', architects, 'the cyberbard', the gesturer and the 

fool. 

From this process a different narrative practice emerged, resulting in a new critical 

method, a conceptual base and a generative methodology for reading and writing texts. 

These new directions provided me with the freedom to move forward, no longer 

constrained by conventional models of interpretation. By 'stepping out' of my narrow 

and familiar theoretical constructs, that is, the single monocular vista of the 

conventional 'educational theatre of illusion', I have created critical fields of possibility 

that are quite different from the repeated theoretical and practical activities that were 

and still are familiar and available to educational researchers in their current intellectual 

and academic inquiries. As I have argued extensively in this thesis, I am challenged by 

new perspectives to do things differently. 

The researcher's retrospective analysis as 'critical reflexivity' 

In the course of this study I have established that the double process of interrogating 

texts and disclosing the implications of shared understandings, 'witnessing', as Garry 

calls it, can advance the discourses of educational research in ways that are different 

from our current conditions of practice. It is now possible to say most definitely that, 

with certain provisions, educational researchers are capable, through dialogue, of 

establishing research practices which were previously unavailable as a result of 

conventional research methods. Researchers can be considered as 'unjamming' agents 

capable of performing the function of circulating and 'bringing forth' or 'calling forth' 

new modes of discourse and new kinds of events which could lead to very different 

research of great value. 
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Establishing new ethical research practices in educational research depends on the will 

of researchers themselves to understand their role in the research process and learning, 

to perceive new and unforseen connections and relations with different 'eyes' and view 

their own 'Play' from new and different perspectives. Researchers also need to 

understand the role language in the creation of new research and the development of 

new knowledge. The required language will be a language of sensitivity and sensibility 

that rejects old categories, such as 'one and many', 'part and whole', 'composition and 

inclusion' (Castoriadis, 1987, 1997). It will be a language of reflection, replete with 

metaphors of access, spatiality, a language that creates the sense of movement, 

resonance, circularity, process and 'betweeness'. 

New practices in educational research call for new competencies and skills. A new and 

different approach obliges us to learn how we come to know ourselves and our world 

and the process by which we become to lmow how we know and how we reflect on our 

interpretations (Babcock, 1978). It will require that we learn to live with contradiction 

and a degree of uncertainty, but it would be wrong to conclude that contradiction and 

uncertainty imply deceit and trickery. Pierre Bourdieu (2000) cautions, that whilst there 

has to be a degree of indeterminacy, contingency and Play, there must be a certain 

degree of contingency and the possibility of knowledge through reasonable anticipation 

There must be a degree of 'regulated uncertainty'. 

My new participatory, dialogical, structured mode of inquiry presumes that researchers 

will forge new relationships with audiences, readers and research participants through a 

more complete sharing in our present acting in performance--our gestus; The double 

process of redefining the relationships between people and other divergent conceptual 

re-arrangements so that the familiar becomes unfamiliar, different and strange. 

Raymond Williams (1968b, p. 400) states that such a process is not simply a matter of 

applying new techniques but involves 'responses to an altering structure of feeling' 

within us through our shared exchanges with one another in performance. Unlike 

conventional educational research models, the new process values the 'gestural' aspects 

of our social relationships, as gestus. Gestus as an ordering device is seen to be an 

important tool for redefining relationships and setting up meaningful dialogue. 
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New directions require the constant effort of a new reflexivity. In this study the term 

' reflexivity' is understood as a defining property of language whereby language can be 

used to 'talk' about language. 'Reflexivity' implies that research subjects force action 

and inquiry on themselves as a 'bending back' process. Accordingly, this will be a 

reflexivity that is not passive, but critical, not with oneself alone, but with others in 

dialogue. There is a constant need to question our practices, to follow Garry's 

injunctions to 'dry clean our intent' or to 're-assess ourselves by going out and checking 

with others, reviewing our own behaviour and actions and other people as well' (Garry, 

2001). 

All too often we are constrained by the limits of our own rhetoric and our own 

reflections. Members of 'Club Research' need to develop more effective reflection, one 

that objectifies the objectification: 

The most effective reflection is the one that consists in objectifying the 

objectification. That is, the one that dispossesses the knowing subject of the 

privilege it nonnally grants itself and that deploys all the available instruments of 

objectification in order to bring to light the presupposition it owes to its inclusion. 

(Bourdieu, 2000, p. 10) 

In this study, I have gathered information not just from my own thoughts, but also from 

the thoughts of others as well. I have had to let my objective voice remain silent and I 

have permitted critical fiction to manifest itself in action. Garry's critici~m forced me to 

think critically. In the 5 dramatic pieces, the Plays, Garry spoke to all educational 

researchers and me from a wide range of diverse conceptual fields which have freed us 

to think about 'doing educational research in a different way' . 

A 'participatory, dialogical model' for doing educational research: 

Identifying the principles that underpin the different research 

I wish to emphasise that I am not proposing to offer a definitive exemplary model for 

'doing educational research differently'. The fact that such a model is impossible is one 

the most important outcomes of this thesis. Researchers who claim to identify and 
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define exemplary models of educational research limit the possibility of discovering 

new approaches to research and extending the parameters of educational theory. 

A major finding of the study indicates that we need to establish principles upon which a 

critical poststructural politics for educational research needs to be based, principles 

which researchers may choose to adopt in order to start anew. We need also to establish 

a new mode of discourse that builds on and extends the work of the many social 

theorists, philosophers and theatre theorists such as Bertolt Brecht who conceived and 

advocated theories of 'epic theatre'. 

Many models for 'doing research differently' have been analysed in the course of this 

study. From the different perspectives which were investigated, a tentative model for 

'doing educational research differently' is proposed. I shall call this model 'a 

participatory, dialogical research model'-The Garry model. This is a model which 

does not prescribe the process of educational research, but identifies the principles that 

would advance the process into new and different practices. 

The first underlying principle of the 'participatory, dialogical research model' presumes 

that a researcher will build a collaborative, reciprocal, trusting and :friendly relationship 

with those being studied (Denzin, 1997, 2000; Gergen and Gergen, 2000; Reason, 

1994). A trusting relationship relies on the synergy that forms between researchers and 

the research participants, the researcher and the academic supervisors. A trusting 

relationship assumes an ethical imperative which requires, in Garry's t~rms, that every 

act is one that 'honours relationships' and values 'mutuality of intent'. As well, this 

research model places the interactive moral self within the context of multiculturalism, 

ethnicity, gender and diversity. This study has been conceptualised as a public project 

rather procedural undertaking; however, this project retains a sense of the centralised or 

the 'mainstream'; to use Garry's term, as opposed to conducting research in isolation. 

The second principle subscribes to different 'performativities' (Latour, 1999; Lyotard, 

1984) that move beyond the current obsession with commodification, commercialisation 

and possession, precepts that underpin the criteria for much of educational research 

today. This principle assumes application of new and different performance 

technologies and new perceptions that focus different aspects of human experience. 
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Instead of defining 'performativity' in narrow economic rational terms, as an end in 

itself, in this study, 'performativity' criterion is re-defined in terms of productivity 

within the activity itself, as it is performed and practised. This 'performativity' criterion 

does not obscure the work in the process of production. It does not ignore the specific 

logic of the process of invention (Bourdieu, 2000). From this perspective, different 

questions will be asked, not just questions about things or objects, not questions about 

'how many?' and 'how much?', but questions about the process of research and the 

conditions of practice. The new 'perfonnativity' will be viewed as cultural ritual and not 

as a structural procedure (Butler, 2000). 

The third principle acknowledges the links between words and meaning; it 

acknowledges the way language is implicated in our understanding of the creation of 

new research knowledge, including how we think and how we understand the nature 

and focus of our observations and our interpretations. It accepts that things can be 

learned by considering the 'reality work' of language and the effects of language on 

conduct (Curt 1994). The role of the 'gesturer' is crucial to this process. 

In this study, I have argued that a new and different research process requires an entirely 

different language, a valid new vocabulary and a new manner of talking about certain 

topics and processes which is not possible by means of conventional research models. 

Indeed, as Thomas Kuhn (1962) observes, a new theory is a new language. This will be 

a language that shows itself and validates itself 'in the making' at its moment of use in 

action. It will be a language that expands and invents itself in a dialogue with others 

(Pfohl, 1992). Its meaning cannot be divorced from that fact. 

To avoid the constraints of the traditional language available to us in conventional 

research parameters, in this study I have deliberately made use of concepts and 

terminology outside the conventional language of educational research and I have 

drawn on widely disparate sources. This was considered necessary to reinforce the link 

between 'doing research differently' and describing it in a way that would emphasise 

the new perspective. Terms have been adopted from sources such as cybernetics, 

feminist theatre studies, organisational analysis, philosophy, visual arts and architecture. 

With the help of Garry I have proposed many new terms to map the so called 'self 

originating movements' (Williams, 1968b, p. 381), terms such as: 'betweeness', 
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'simultaneity', 'mutuality', mutual relatedness, 'events as patterned aspects', 

'becomings', ' spatial unity', 'partiality', 'incompleteness', 'dissolution' and 'reciprocity'. 

New concepts which I have used repeatedly and found useful include: 'connections 

partial', 'the oneness - in-multiplicity of folly', 'perspectives by incongruity', 

'fragmented renderings'; and words from cybernetics including: 'mediatrix' (Taylor and 

Saarinen, 1993) 'cyberbards' and 'kaleidoscopic storytelling systems' with its 

'multiform plot' (Murray, 1997, Ryan, 2001). 

In the five social dramas, the Plays, I have made extensive use of the various terms 

Garry used to describe his own educational processes in 'the theatre of absurdity' 

including: 'creating and re-energising collaborative relationship spaces', 'seeing space as 

a relationship vessel', 'recognising the pattern', '.joining shared space', 'mutuality of 

intent', 'spinning the web of relationships', 'creating the tensions' and 'co-operating for 

mutual benefit'. Terms such as these provided a new conceptual lexicon which was 

unavailable in the traditional research programs. I have been able to acquire a new 

vocabulary for a new methodology with which I can organise my thoughts and 

experiences as a researcher and the thoughts and experiences of the subjects in my 

research project. 

As Garry has demonstrated in the Plays, new terms are useful to compel the researcher 

to stop looking for features or artificially isolated objects. Instead, the researcher should 

strive to accept the unknown and the unfamiliar and to bring into existence entirely 

different patterns of relationship. For example, Garry helps us to understand a different 

conceptualisation of space and a different relationship with space by using terms, such 

as 'the totality of the built and unbuilt', 'the noticed and unnoticed', 'the connected as 

well as separated'. In the Play An Exceptional Gesture, Garry introduces a language of 

access described in terms of partiality, contradiction and incompleteness, allowing 

thoughts and conversations to move in particular ways, which I have called 'new 

articulations of perspective'. The 'gesture', in 'the void' predisposes other possibilities. 

The 'gesture' proposes other 'possibles' to be encountered and incorporated. Unlike 

conventional research models, the 'new articulation of perspective' or 'the gesture' 

makes things explicitthat would otherwise remain implicit (Bourdieu, 2000). As I have 
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argued in this dissertation, the role of the 'gesturer' is crucial to the process of evoking 

new responses, new meanings. As Garry himself explains: 

We have denied language the privilege of simply determining how we think and 

act and how we might see. Thus we are compelled to stop using the usual 

vocabularies of our thinking. The role of the gesturer is to utilise language to 

interrupt the vocabularies of our thinking. (Garry, 2001) 

Within the conventional research parameters, the researcher is too far removed from the 

language of the imaginary, of 'betweeness', of partiality, mutuality, of resonance, of 

circularity. The conventional researcher only has a limited language for talking about 

these concepts. Therefore, it is important to promote the development of a new language 

and to advocate its use by researchers. This has been an important element in this study. 

Researchers need to abandon the language of conventional research, the 'obligatory 

language' (Wborf, 1956). The nature of conventional language, vocabulary and terms 

directs attention 'to only one field rather than to any other' (Greenberg, 1990) and the 

researcher becomes constrained to only one way of observing and interpretation. 

By .exploring different research domains I have managed to find the 'repeated index and 

some of the 'living references' that assigned these terms such density in language that 

Merleau-Ponty (1968 p. 130) claimed to be necessary in order 'to understand our 

research, our interrogation, ourselves'. A different vocabulary would allow the 

educational researchers to look over the visible terrain and speak of different things in 

different ways. Valerie Greenberg (1990, p. 186) says that, when we use new terms in 

our observation and interpretation, we get is a different reading, 'partly accepting, partly 

resisting, partly diffusing and scattering attempts to determine meaning, finally 

absorbing yet another reading or interpretation'. It is not the new word or the new term 

that is important, but what the new word or the new term terms enable the researcher to 

say and do. 

Researchers should be required to utilise language in order to liberate language. 

Researchers should still be constantly mindful that the purpose of language is 

communication. If language does not communicate, then it is meaningless and pointless. 
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Recall Garry's comment; 'You read too much. Tell me a story.' For information to be 

understood it has to be communicated in a way that is, at least, understood even if the 

purpose is 'estrangement' as in a Brecht Play. In the words of Victor Tumer 

(1982, p. 13-14), an experience is never truly completed until it is 'expressed' in terms 

that are 'intelligible to others' . The terms may be uttered in vocal language or corporal 

language, such as, 'gestures, postures, facial expressions, dance patterns or silences' . 

The poststructuralists seem largely to have ignored these factors. There is little sense in 

depriving readers of the means of comprehending the information that the researcher is 

attempting to communicate. 

The fourth principle, which is important to 'a participatory, dialogical research model' , 

demands that the researcher gains in understanding and competency, not through 

discovery, but through inquiry, that is, through the trials of the experiment (Latour, 

1999). New theoretical concepts and new practices move through a variety of critical 

transformations. Critical analysis does not eventuate simply fi;om the reading of other 

people's ethnography, nor simply by exploring 'unauthorised texts from elsewhere', nor 

simply through imaginative projection nor simply following the elicitation of the 

gesturer. Neither will a researcher learn new ways of doing educational research by 

devising a 'blueprint' or simply accumulating a list of new words. Neither will new 

research emerge simply by writing a theoretical paper. Instead, the educational 

researcher will only gain competence through experience and practice, by actually 

going out into the field, and by learning through doing. However, it should be noted, as 

Julia Kristeva (1984) cautions, that experience by itself does not constitute practice. 

Only by testing that discourse through the process of practice, 'truth practice', will it 

correspond to objective mobility and necessity. 

The underlying assumption of this approach is that an experiment is not just a 

discovery. Instead, it is more likely to be an 'event' , ' a series' , ' a game', ' a Play' or 'a 

sea-change', and researchers need to enter the event, et cetera, so that they can become 

'players' themselves (Bourdieu, 2000; Esslin, 1968; Latour, 1999, 1999; Mead, 1973). 

'It' s a series', says Bruno Latour (1999, p. 125): 'If you're not in a series, even a 

completely imaginary one, you're lost. ' In this study, I cast myself as the main Player in 

the field. This was a necessary step towards the process of understanding. fu fact, it was 
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instrumental in shifting the entire focus of my research. Had I undertaken an objective 

analysis from a fixed and external point of view, I would not have extended the scope of 

my inquiries. Educational researchers cannot remain outside the Play. Researchers will 

also need to become 'players', performers (Turner, 1982; Whitaker, 1977). 'They must 

share in the life that has given birth to their unprecedented oeuvre' (Bourdieu, 2000). 

Furthermore, no ' event' can be simply conceived from a blueprint, from a list of a

pn·ori elements that have entered the situation before its conclusion (Latour, 1999). In 

other words, before I launched my experiment, before Garry mixed up the metaphorical 

dish in the lecture theatre, before the meeting of the Academy, before Garry saw the 

rude gesture at the 'pavlova lunch', before Garry evoked the space of that very unusual 

building in Paris, before Garry's exposed the narrow sightedness of Government policy 

for Indigenous people with leprosy sickness, before Garry pointed out the difference 

between the artist and the artisan with his story of the Samurai and the chisel, before 

Garry chased me along the veranda with the metaphorical tennis racquet; it was not 

possible to conceive any of these 'events' or even to construct the list. As Latour (1999, 

p. 126) observes, the ingredients on the first list are insufficient, not because one factor 

has been forgotten or because the list has not been carefully drawn, but because the 

actors gain in their competence through the event, through the very trials of the 

experiment, not through the compilation of a list. Garry also demonstrated that even if a 

certain precedence is known and a certain outcome anticipated, it is how you interact 

with the different ingredients that will affect the final result. Garry's definitely 

demonstrated that there is no final solution nor a correct reading; each reader is going to 

read differently 

The fifth principle, which is also pertinent to the new 'participatory, dialogical research 

model', requires new forms of perceiving in the establishment of new practices in 

educational research; There needs to be the means of looking over the visible terrain 

differently. It is not just a question of the researcher changing position momentarily as a 

photographer might in order to get a better picture, a better result. A new manner of 

perception requires much more than that. Indeed, as Merleau-Ponty (1968, p. xxv) has 

argued, researchers must cast themselves into the middle of their research; they must 

inhabit it with their whole selves for their labour of expression is an instillation within 
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it, within their research. Researchers learn in it, in the research, to see better. By joining 

in, Merleau-Ponty argues, researchers are no longer external observers of a de facto 

representation, of an objective reality. Thus, what researchers 'as yet' have not noticed 

nor remarked upon is within what is visible, it is of it, a filigree within it rather than, a 

single well-ordered reality, hidden behind or under appearances that with the 

appropriate methods can be discovered (Shatter, 1993a, 1993b). Researchers need to 

play the dual role of actor and observer; they need to respond and participate in a whole 

new commencement in a wholly new sense. 

Paradoxically, instead of trying to see too clearly, the researcher will need to see with a 

certain degree of 'out of focus vision' in order to see better. William James (1967) is 

probably in agreement or, at least, in sympathy when he talked of the necessity of 

'embracing that essential vagueness' that is 'not easily articulable' . By seeing with a 

'soft focus', the 'different way of doing research' sets itself apart from the traditional 

positivist research model with its commitment to an objective reality, to things we can 

picture or re-present. 

The sixth principle requires the researcher to learn to become an artist not an artisan. In 

the Play entitled The Samurai and the Sword: How Garry Shows his 'Artfulness' in the 

Theatre of Absurdity, I am given a stark reminder of the difference between the two 

approaches to research. I learned through Garry's story of his sculpture of a wooden 

chair, that the artisan painstakingly reproduces existing patterns. The artisan is good at 

following building codes and is even rewarded for craftsmanship of a high standard. 

The artisan assures monotony, a return lo the same article; there can be no growth, no 

'newness'. Proofs only convince the mind' (Bourdieu, 2000, p. 12). 

Artists, as Garry reminds us, work in spaces between the rules; they ' gesture' to the 

audience to read in different ways, to ' lead out' of the current state of research. Garry 

describes it thus: 'And it is there in the repertoire of practice, of excellence and using 

and knowing which instrument to use, which way to hold it and how to use it.' Garry is 

implying here that researchers will have to forget the skills they know and learn to 

practise new artistic methods. New learning does not come about by simply reading 

instructions in a 'how to' manual. Researchers will have to become artists, to live as 

artists, or the very least they will have to approach their research ' artistically'. As John 
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Van Maanen (1995, p. 13) claims, researchers will need come to learn more about the 

art [artistry] and science of their representational trade. 

Finally, new practices in educational research will require researchers and participants 

to be audacious to dare to go where they would never normally dare to go, and to be 

prepared to accept an unanticipated outcome. When I started working with Garry I had 

no idea where our conversations were going; I had no idea of the outcome, nor the 

possibility of the Play. Angela Brew (2001) is correct: We do not learn what we expect 

to learn, we cannot assume that knowledge is necessarily where we look for it. 

These principles will not necessarily result in changing educational research per se. 

However, they may encourage future researchers to free themselves from the constraints 

of the didactic of the conventional modes of research; they provide an opportunity for 

educational theory and practice to take a new direction into the next millennium; they 

provide the bases for theoretical approaches that are not simply repetitions of past 

educational research practice. Educational researchers may re-construct themselves as 

ethical 'players'; they may be inspired to 'step out' alongside the 'gesturer' and be 

willing to take part in the practical sense of 'the forthcoming'. 

In an increasingly fragmented and hybrid world this study is an invitation to the funeral 

of abstract universalism and foundationalism to say farewell to epistemologies that no 

longer serve us well. It is an invitation to conceive and give birth to alternative theories 

and practices that re-present the complexities of educational events. As Emily 

Dickinson pointed out, endings are also beginnings: 

I felt a Funeral in my Brain, 

And Mourners to and fro, 

Kept treading-treading till it seemed 

That Sense was breaking through-



And when they all were seated, 

A Service, like a Drum-

Kept beating-beating-till I thought 

My mind was going numb-

And then I heard them lift a Box 

And creak across my Soul 

With those Boots of Lead, again, 

Then, Space-began to toll, 

As all the Heavens were a Bell, 

And Being, but an Ear, 

And I, and Silence, some strange Race 

Wrecked, solitary, here-

And then A Plank in Reason, broke, 

And I dropped down, and down

And hit a World, at every plunge, 

And Finished knowing-then-

(Emily Dickinson, I Felt A Funeral in My Brain, circa 1862, cited in R.W. 
Franklin, 1998, pp. 365-366). 
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