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This chapter slightly overlaps with Chapter 5, previously published in

International Journal of communication in 2023*.

* Postema, S. (2023). Journalistic theater: A case study of reporting on people’s emotional

response to current affairs with the body as medium. International Journal of Communication,
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Methodology

Introduction

This chapter describes my entry into the field and expands on my research design and data
collection methods. I introduce my approach to case selection (which is discussed in greater
detail in Chapter 3), outline the coding and analysis process, and conclude with reflections on
ethical considerations and the limitations of the study. The chapter is loosely organised according
to Kathleen Eisenhardt’s (1989) framework for building theory from case study research. I offer
it as a personal narrative because I am a central variable in the processes of data selection,
coding, and analysis. Given the tendency of ethnographic research to overlap with one’s personal
life, it seems necessary to consider my own background here, or to “value [my] shadow,” as
McLean and Leibing (2007, p. 2) put it. Exploring this personal narrative within the
methodological discussion invites reflection on how my social identities (Jacobson & Mustafa,
2019) shape the research. Though such identities are fluid and highly complex, Jacobson and
Mustafa argue, they connect the three stages of qualitative inquiry: approach, data collection, and
interpretation.

While this chapter is empirical in spirit, its methodological argument draws on
ethnographic and qualitative research traditions that recognise the researcher as part of the field
(Geertz, 1973; Van Maanen, 2011; Pink, 2015). In this sense, my approach resonates with a
long-standing call to make visible how fieldwork knowledge is co-constructed through
encounter, reflection, and interpretation. This is especially relevant in a study that straddles
professional communities and cultural domains. Following Jacobson and Mustafa’s (2019)
suggestion to explicitly map the influence of one’s identities, I begin with a positional statement

before elaborating on my epistemological and ontological stance.

42



Positional statement

I identify as a white, male, native Dutch citizen, who grew up in a tight Christian community in
which ethical ways of life based on biblical values were central. I continue to subscribe to these
values today. I studied journalism and arts in my twenties, and worked in both fields
independently for about 15 years, producing journalism for the news industry and artworks for
art world audiences and clients. I obtained a Master’s degree in my late thirties, at which point I
switched to teaching journalism with a focus on creativity and research. This personal and
professional trajectory resulted in three consequences in my approach to the research.

The first is that I found it relatively easy to gain access to the fields of journalism and arts,
thanks in part to my network of contacts in both industries and ability to communicate in the
language of the respective trades. I am also familiar with the forms of emotional labour that exist
at the intersection of journalism and the arts, and which involve identity negotiation, public
scrutiny, (creative) vulnerability, and precarity. This meant that when participants in my research
disclosed experiences of rejection or ethical conflict, I felt confident in assessing and evaluating
their revelations. Moreover, I sought to navigate these complex emotional spaces by staying
close to what I felt to be just, which I take to mean being compassionate, a result of my
upbringing.

Another consequence of my dual professional identity was the challenge, at times, of
maintaining the boundary between researcher and participant. Participants were often able to
intuit my background in either journalism or the arts, and might then approach me as a colleague
or mentor. To prevent confusion or conflict as much as possible, I clearly articulated our roles
throughout the research process.

The third and final consequence is the conviction that I, as a researcher entering the field,
should be humble. Although life threw its challenges my way, including a period of relative
poverty, some health scares, and experiences of institutional repression, in general I am
privileged and free from a great many restrictions. This compels me to think twice before simply
making my point as some of my fellow practitioners face immense hardship, either in
circumstances of conflict or oppression for their race, gender, ability, class, or other background.
My hope with this research is to empower a new generation of artist-journalists and scholars
whose work might offer hope to those actually affected by, and not merely consuming, news

events.
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The methodological choices that I review below spring, first and foremost, from the social
identities just described. I close the chapter with a discussion of the ethical implications of my

positioning, and the limitations of this study.

Epistemological and Ontological Positioning

Underpinning this study is an interpretive and constructivist epistemology. From this
perspective, knowledge is understood to be socially constructed, shaped by context, culture, and
interaction (Berger & Luckman, 1966; Schwandt, 1994). This orientation suits my goal of
exploring how artist-journalists navigate, define, and shape their roles at the intersection between
the two disciplines. Both journalism and the arts are culturally embedded, meaning-rich domains
with distinct yet overlapping values, practices, and professional identities (Bourdieu, 1993;
Zelizer, 2004). A constructivist approach allows for an interpretive investigation of how artist-
journalists make sense of their practice, negotiate professional boundaries, and construct
meaning in their work.

However, as scholars such as Kate Wright (2018), Linda Steiner (2014), and Barbie Zelizer
(2017) remind us, applying constructivism or relativism to journalism requires nuance, since
journalistic actors themselves often hold realist or truth-oriented assumptions about their work.
Many of my participants—while working artistically—nonetheless articulated strong beliefs in
factual accuracy and social responsibility. I therefore understand this study’s epistemological
position as constructivist-informed but empirically grounded: it recognises that meaning is co-
constructed through discourse and practice, yet remains attentive to how practitioners themselves
claim and defend certain versions of reality.

The ontological stance adopted here is best described as contextual or moderate relativism
(Rennie, 2000). This position acknowledges that realities are multiple and socially produced, but
not infinitely so; they are situated within professional cultures, institutional norms, and aesthetic
conventions (Abbott, 1988; Bourdieu, 1993). Such an orientation supports my attempt to build a
context-sensitive understanding of professional life at the boundary between journalism and the
arts, while avoiding the suggestion that all interpretations are equally valid.

In this respect, my approach aligns with feminist standpoint epistemology (Steiner, 2014) and

interpretive journalism research that seeks to reconcile realism and constructivism (Zelizer,
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2017). The research proceeds from the assumption that knowledge is relational and partial, yet
can still yield theoretically robust insights into how practitioners understand and perform their
work.

In line with this epistemology, I employed a constructivist grounded theory methodology
(Charmaz, 2014) within a multi-sited ethnographic framework (Marcus, 1995). Grounded theory
provided a flexible structure for iterative analysis, while ethnography allowed for immersion and
contextual understanding across multiple sites. Together, these approaches support an
interpretive yet empirically grounded exploration of artistic journalism—one that situates theory-
building within lived experience and the shared pursuit of meaning between researcher and

participants.

Entering the Field

I worked as a freelance journalist for over 15 years, and as an artist for slightly longer. As a side
project, I ran a blog (now closed) called dutchnewsdesign.com, which focused on journalistic
projects with an aesthetic edge. I was in the midst of pivoting into a teaching career when I met a
rock musician and professor of media who, having seen and liked my blog, inspired me to
consider academic research. That exchange led to this project.

As a practitioner, I had always kept my journalism and artistic practice separate. When I
mentioned the latter in the early days of my journalism career, newsroom editors would
occasionally question my journalistic ethics and ability to keep to deadlines, assuming I might be
“creative” about both. Today, I teach in journalism schools where students encounter similar
scepticism if they exercise their artistic abilities, though one thing that I do not recall from my
early years is that certain newsmakers and educators now express an enthusiasm for the creative
and aesthetic; they seem to recognise art’s potential to address some of the existential challenges
facing journalism.

I entered the field as an ethnographic researcher with what Bowen (2006) calls “sensitizing
concepts”: preconceptions that guide but do not determine inquiry. My prior experiences
positioned me both as an insider familiar with the norms, language, and labour of journalism and
art, and as an outsider translating between the two (Dwyer & Buckle, 2009). This dual

positioning influenced how I gained access, established trust, and interpreted participants’
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accounts. In ethnographic terms, my entry was gradual and relational rather than abrupt — a
process of “becoming” in the field (Hammersley & Atkinson, 2019).

At the outset, I was driven by a practitioner’s question: how could research contribute
meaningfully to journalism studies on the one hand, while also responding to the lived concerns
of those working at the junction of journalism and art? I share Bélair-Gagnon and Usher’s (2021)
view that journalism research should matter to practitioners and institutions alike, bridging the
gap between scholarship and practice. In this spirit, [ approached the field not as an external
observer but as a participant-researcher whose presence was both analytical and collaborative.

My research design was initially shaped by my awareness of impact and valorisation as
increasingly important academic metrics. I felt aligned with the argument by Sleat (2017) that
researchers should remain accountable to the communities and participants involved in their
work. Similarly, Gaudry’s (2011) proposal that scholars respect and validate the worldviews of
those they study informed my sense of ethical responsibility. [ came to view the intellectual
property of my work as belonging primarily to those with whom I collaborated and from whom
the knowledge presented here emerged — participants, interviewees, artists, journalists,
educators, and students. This conviction also guided the decision to include an account of
valorisation activities in Appendix 1.

In 2018, 1 applied for the NWO Doctoral Grant for Teachers. I particularly appreciated the
grant’s criteria, which required the candidate to show how their research would benefit an
educational practice. In my proposal, I argued that for journalism scholars, educators, and
practitioners (Zelizer, 2009), the artistic activities within an organisation of journalism constitute
an “art world” (Becker, 1982; Lewis and Zamith, 2017), but that these elements are understudied
in contemporary journalism. My research question was: In what ways can journalism be
considered an artistic practice, and how might such an approach contribute to strengthening the
role and position of professional journalists? I intended to take an ethnographic approach,
combining case study (Yin, 2013), workplace observations (Ahva, 2017), enacted narratives
(Macintyre, 2007), and autoethnography (Witschge, 2015). I was granted the bursary for a period
of five years, from September 2018 to September 2023, later extended by three months to
compensate for delays caused by COVID-19.

From this point, my engagement with the field became more systematic, as I began

developing a research design capable of capturing artistic journalism’s diverse practices.
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Research Design

Encouraged by the NWO committee’s feedback, I spent the first months of my research in 2018
revising the methodology with which I would map the terrain where journalism and art meet.
adopted a multi-sited ethnographic approach (Marcus, 1995), taking advantage of my existing
network of journalists and artists as well as prior work experience (Charmaz, 2000). Marcus
(1995, pp. 98-99) explains: “Multi-sited ethnography is an exercise in mapping terrain [...] it
claims that any ethnography of a cultural formation in the world system is also an ethnography of
the system”. Hence my decision to gather data in multiple places instead of from a single-site
case study.

This choice was also epistemological. Multi-sited ethnography aligns with an interpretive,
constructivist perspective because it treats knowledge as relational and situated across social
worlds rather than fixed within a single context (Falzon, 2009; Hammersley & Atkinson, 2019).
It allowed me to trace the networks and practices connecting artists and journalists, and to remain
responsive to the fluidity of their professional boundaries. In this sense, the research design itself
became iterative and emergent, reflecting ethnography’s emphasis on adaptation to context and
discovery through engagement (Emerson, Fretz, & Shaw, 2011).

I followed a grounded theory approach, to allow for a continual reshaping of assumptions
where necessary (Charmaz & Mitchell, 2001; Glaser & Strauss, 1967). Charmaz (2006) reframed
grounded theory—developing theory inductively through systematic data gathering and
analysis—from a constructivist perspective in a way that has proved well-suited to relatively
recent debates among journalism scholars about how to study a practice outside of the confines
of newsrooms (Anderson, 2011; Wahl-Jorgensen, 2009). Since the late 2000s, scholars have
focused on journalism in transfiguration. Because of the precarity of news work and the porosity
of its borders to collaborating citizens, journalism’s liquid nature (Deuze, 2008) “requires a
toolkit that looks at the field as a moving object and as a dynamic set of practices and
expectations — a profession in a permanent process of becoming” (Deuze & Witschge, 2016, p.
13) — See also Chapter 5 (Postema, 2023), where I make this point.

Employing grounded theory within an ethnographic framework thus offered a flexible
and reflexive design (Charmaz & Mitchell, 2001). It supported an abductive mode of reasoning
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in which empirical insights continuously informed theoretical development and vice versa
(Eisenhardt, 1989). This iterative process also reflected my position as an insider-researcher,
requiring sensitivity to when theoretical ideas emerged from observation and when they were
shaped by professional familiarity.

Following a research focus on the “myriad of practices” (Deuze & Witschge, 2016, p. 13)
that constitute journalism, scholars now largely argue that it should be addressed “from the
ground up — focusing on where, how, by whom, and why ‘the lost labour of reporting” (Compton
and Benedetti, 2010, p. 487) is done.” I did not want to presume that artist-journalists were
indeed “reporting”, an activity that, for Compton and Benedetti (2010, p. 488), includes “the
quotidian work of gathering information of public interest and packaging it into a story”. Instead,
I needed to be open to whatever label those at the arts and journalism intersection applied to their
work, which is why we set the stage early in the research process by introducing the conceptual
framework of artistic journalism, with both fields operating on a continuum (see Chapter 2).

In keeping with the principles of both grounded theory and ethnography, the design evolved
throughout the research process. It combined planned case study elements (Yin, 2013; Stake,
2000) with iterative cycles of observation, analysis, and theoretical refinement. This emergent
structure enabled responsiveness to context and maintained coherence with the constructivist

epistemology underpinning the study.

Each of the chapters in this dissertation contains its own methodological description and is
guided by a research question that addresses a specific issue within the overarching questions
that govern this (and future) projects: What is artistic journalism? How do artist-journalists

navigate the field of professional journalism?

The questions answered in this dissertation are:

RQ1 (Chapter 1): How can I explore artistic journalism?

RQ2 (Chapter 2): How can journalism as a form of art (i.e., artistic journalism) be explored
beyond a dichotomous relationship between journalism and the arts?

RQ3 (Chapter 3): How can the combination of artistic journalism’s sensuous and affective

qualities be classified and categorised for comparison and pattern recognition?
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RQ 4 (Chapter 4): What are the key issues encountered by intermediaries between journalism

and the arts?

RQ 5 (Chapter 5): How does Teatro di Nascosto’s The Catwalk involve work processes and

values particular to journalistic practice?

RQ 6 (Chapter 6): How does Robert Glas’ Absence of all Guilt involve work processes and

values particular to journalistic practice?

Table 1 provides an overview of the chapters, related research questions, datasets used,

methodological approach, and main contribution to the study overall.

Chapter | Dataset Approach & Main contribution

/RQ methods

2 Field notes, Ethnographic Pilot project, teases out examples and cases
records of work | approach, critical | of artistic journalism and proposes a
experience, hermeneutic continuum.

ACED database | method

3 ACED database, | Typology, Database design. Maps complexities of the
81 artefacts, field | heuristic tool, case | field in terms of aesthetics. Presents a
notes selection typology for purposive case selection.

Suggests aesthetics as key to contemporary
debates in journalism studies regarding form
of news, emotion in news work, and
audience relations.

4 Artistic Case study, Unpacks conceptual issues at the arts-
journalism ethnographic journalism intersection. Maps target
publications, approach, audiences. Discusses an emerging field of
written grounded theory- | artistic journalism. Proposes journalism in
documents, based approach general as an aestheticizing practice.
project and analysis,
documentation,
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12 in-depth thematical

interview analysis

transcripts

Interview Case study, Suggests theatre reportage as enhanced,
transcripts, field | ethnographic immersive journalism in which the

notes, published | approach, journalist engages in intimate relationships.
documents and grounded theory | Proposes journalistic theatre as empathy-

videos approach and driven news work. Calls for scholarly
analysis attention to the salient role of the human

body in live journalism, in both research and
performance.

Interview Case study, Suggests fiction (as artistic concept) can

transcripts, mail | ethnographic play a role in future-oriented news work to

correspondence, | approach, speculate about how current affairs may

field notes, grounded theory | shape the future. Proposes that artist-

publications, and

approach and

journalists adopt tactics of pragmatic self-

personal analysis, identification for manoeuvring between
documents thematical multiple worlds.
analysis

Table 1. Per chapter & research question: dataset, empirical methods, and main contribution to study.

Grounded Theory Methodology and Ethnographic Framework
The study employs a constructivist grounded theory methodology situated within an
ethnographic framework (Charmaz, 2014). Grounded theory in ethnographic research “entails
going back to data and forward into analysis then returning to the field to gather further data and
refine the emerging theoretical framework” (Charmaz & Mitchell, 2001, p. 162). This bottom-up
exploration of artistic journalism, and the iterative loops within it, allowed me to gradually
understand some of the complexities, dynamics, and forces that shape the work of these

professionals.
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The Place of Literature Research

While classical grounded theorists contest the necessity of conducting literature research in the
early stages of a project (Dunne, 2011), more recent constructivist and informed approaches
recognise that researchers inevitably enter the field with background knowledge and theoretical
sensititvity (Charmaz, 2006; Thornberg, 2012). I found literature research to be indispensable for
two main reasons. First, as part of the iterative process of collecting data (Eisenhardt, 1989;
Walsham, 1995). Second, to refine my sensitizing framework and understand the potential
contribution of my research to journalism studies, as well as how to discuss my findings with
other scholars in the field.

For example, submitting my research to journals largely led to two types of peer review:
one that adhered to a view of journalism as liquid (Deuze, 2008), and another that was more
concerned with boundary work (Carlson & Lewis, 2019). Despite starting with a literature
review, it still took me several years to understand that these reviewers were not opposed, but
that they represented two closely related schools of thought in journalism studies—a relation that
was not explicitly articulated by scholars at the time. It is for this reason that I identified these
perspectives in the introduction and reflected on the dissertation’s relationship to them.

One significant challenge was the fact that, although the literature on both journalism and the
arts (as well as some cross-over genres such as comics journalism or narrative journalism) is
vast, little has been written about the two as a combined practice. I began, therefore, with an
extensive literature review of both the arts and journalism studies, comparing the moral traditions
of aesthetic and artistic theory (Adorno, 1997; Danto, 1964) with the occupational ideology and
culture of journalism (Deuze, 2005; Hanitzsch, 2007). I also examined the conditions in which
the two practices come together, and the challenges and opportunities produced by their
convergence. This process was abductive rather than linear: theoretical insights from literature
informed data collection and vice versa, in an ongoing dialogue between ideas and fieldwork

(Timmermans & Tavory, 2012).

This initial research led to the article that constitutes Chapter 2 (Postema & Deuze, 2020),
in which we propose an artistic journalism continuum to plot the conjunction of journalism and
the arts in news work. This article drew on the wealth of sources that I encountered during my

career as researcher, journalist, fine artist, educator, and documenter (via a personal blog and
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Twitter), as well as simply an admirer of artistic and journalistic work. I adopted a critical
hermeneutical approach and synthesised the various examples, stories, and experiences of art and
journalism’s coexistence, as I inductively worked towards a conceptual theory (Rennie, 2000).
This is further described in chapters 2 and 3. Regarding my role as researcher, I reflected on my
position and potential biases in light of my professional background by sharing findings, ideas,
and drafts with several research groups in Amsterdam, Ede, and Edinburgh, as well as with many
journalists and artists in the field. | kept memos as “a running commentary to [myself]”
(Eisenhardt, 1989, p. 538), so as to achieve balance in my discussion of the familiar subject of
arts and journalism in practice. [ anchored my views in a theory-laden approach to the case
studies (Wrona & Gunnesch, 2016), as described in chapters 4 to 6.

In sum, the literature review functioned less as a preliminary exercise and more as an integral
part of an evolving methodological process, in which reading, observing, and theorizing

informed one another throughout the study.

Data Collection Overview

Before and during the research, I created a database of 81 artistic journalism productions
signalled to me by experts and interviewees, which I was able to find in artistic journalism
databases such as the CI1J Open Lab (Rees, n.d.), Multiple Journalism (van der Haak, Kolster,
Caris, & Ilievski, 2014), Comics Journalism (Plank, 2016), Mixer Media (Gornicki, 2023),
Online Journalism Awards (n.d.), Malofiej Awards (Society for News Design, 2019), Sigma
Awards (DataJournalism, 2020), Pulitzer Prize (Pulitzer, 2024), Eyebeam (2023), Arts
Everywhere (“ArtsEverywhere,” 2023), and the Designalism Database (2021), which I co-
created with a team of experts (see Chapter 3). The database provided the material for
subsequent study and data collection, including two case studies of artistic journalism practices
(multiple interviews, field observations, and document analyses), sixteen interviews across
multiple sessions with intermediaries between journalism and the arts, a series of podcasts (Van
Veelen, 2019-present), and field observations from three multi-day events held in the
Netherlands, during which artists and journalists collaborated on ad hoc projects. This multi-sited

corpus reflects an ethnographic logic of following connections across spaces and practices
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(Marcus, 1995; Falzon, 2009) and allowed for triangulation across diverse data types (Flick,
2018).

Their experiences and reflections fed into my research, and I myself collaborated in these events,
variously as workshop expert, moderator, and collaborator on cases with practitioners. Such
participation is characteristic of ethnographic work, where engagement and observation are
interwoven and reflexivity is integral to analysis (Hammersley & Atkinson, 2019; Emerson,
Fretz, & Shaw, 2011). The 2018 events “Hyperjournalism” and “Breaking News”, and 2022’s
“Designalism Newsroom”, were all (co-)organised by ACED, a centre for design and journalism
founded in 2016 by Noortje van Eekelen. ACED’s purpose was to encourage and enhance
collaboration between journalists and artists in the Netherlands, and although the organisation
has been dormant since 2023, much of its work remains available via the Designalism website
(see also Chapter 3).

Other data include my own written memos and notes (Eisenhardt, 1989; Wolfinger, 2002) on
observations, interviews, and the numerous informal conversations that I held with practitioners
through my work at universities, conferences, and via the journalism and arts networks that
maintained over the years. Indeed, it was through my network that I met or was able to introduce
myself to new practitioners. Also part of the dataset are my personal memories of my years
working as a freelance journalist and visual artist, navigating both worlds, and the subsequent
eight years spent teaching in journalism schools in The Netherlands (Amsterdam, Ede, Tilburg)
and the UK (Edinburgh).

The case studies of chapters 5 and 6 follow Reich and Barnoy’s (2020) method for
newsmaking reconstructions. Central to this method are interviews in which the artist-journalist
systematically recreates the work process of a specific production (see Appendix II — Interview
Guide Artist Journalists). Together, the multi-sided corpus forms a triangulated and reflexive
foundation for the analysis, consistent with the constructivist and ethnographic approach guiding

the study.
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Case Selection

The case selection process is presented extensively in Chapter 3, along with my typology of
aesthetics in artistic journalism and how this results in the case studies examined in chapters 4 to
6. Between 2018 and 2022, I worked with ACED to create a database of artistic journalism
productions. Then, in order to develop a purposive typology for case selection (Stake, 2000) to
be used in my research, I refined the database around the conceptual issue of aesthetics in
journalism. Analysing the sample along the axes of “affective” and “sensuous” revealed that, in
terms of aesthetics, four main variants of artistic journalism can be discerned. These are:
aesthetic evidence-driven productions, (professional) knowledge-driven productions, emotional
response-driven productions, and news as shared experience-driven productions. Chapter 3
explains the design of the database, the typology, and how I based my case selection on the four
aesthetic variants. From the typology, I selected cases through theoretical and purposive
sampling (Charmaz, 2006; Eisenhardt, 1989). Each case was chosen for its potential to illuminate
particular aesthetic and professional dynamics within artistic journalism. Following Yin (2013),
these were “atypical” cases — sometimes refered to as “extreme” cases (Stake, 2000) — instances
that stand out for their information-rich qualities, offering opportunities for deepening theoretical
insight (see also Flybjerg, 2006)

This approach reflects my interpretive—constructivist stance, which prioritises contextual
understanding and theoretical development over generalisation. Case selection therefore sought
variation in form and function, not numerical balance. Each case represents a distinctive
articulation of artistic journalism within the broader field, providing a situated perspective

through which broader conceptual patterns could emerge.

Coding and Analysis

Following a grounded theory approach in which “all-is-data” (Gynnild, 2007), I built a
preliminary, ever-developing (Glaser & Strauss, 1967) anatomy of artistic journalism from the
bottom up (Bryant & Charmaz, 2011; Glaser, 2008; Martin, 2018), and also thoroughly
examined my own reflections on the work process, sampling, codes, categories, and concepts
(Urquhart, 2013) between 2018 and 2024. Following Eisenhardt, I structured these reflections in

memos and notes, writing down “whatever impression occurs” as a reaction to my observations
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and asking questions such as: “What am I learning?” and “How does this case differ from the
last?” (1989, p. 539). These iterative notes formed the foundation for coding and theorising,
consistent with grounded theory’s emphasis on emergent, data-led insight (Charmaz, 2006;

Glaser & Strass, 1967).

The memos include a broad spectrum of ideas on cross-case comparison, relationships,
anecdotes, peer feedback notes, team meetings, student workshop meetings, and indeed anything
related to the intersection of journalism and the arts. One important feature of grounded theory is
the constant comparison of new data with earlier analyses and, from this, the identification of
what further data is needed. To analyse interviews and documents, I started with a methodical
line-by-line open coding, using gerunds for codes, before moving to selective coding for further
conceptualisation (Charmaz, 2006). This combination of open, focused, and selective coding
(Saldafa, 2021) encouraged analytical flexibility and kept the process close to participants’

language and meaning.

I followed Charmaz’s suggestion to categorise memos and field notes rather than coding them
line-by-line, to prevent cross-pollination between my reflections and the words and deeds of
participants. This approach aligns with a constructivist view of analysis as co-constructed
between researcher and participant, recognising “the mutual creation of knowledge by the viewer
and the viewed” (Charmaz, 2000, p. 510).

For example, Chapter 4 presents a case study of intermediaries between journalism and the
arts who work at organisations that support artistic journalism and facilitate collaboration
between professionals at this intersection. In the results, I suggest that these intermediaries’
approach to their work bears a resemblance to the process of demarcating an emergent field. In
the line-by-line coding process, for example, one participant says “I’m an outsider of
journalism”, which I coded as “feeling alienated from journalism”. Quotes of the same tenor
were coded as “feeling misunderstood by art world”. One interviewee expressed the desire to
create a “home” for this group of professionals.

Another indicator of a demarcation process were the many labels that interviewees used—often
as inventions of their own—to describe this intersecting practice. Thes included “designalism”,

EEINT3 EEINT3 9 <

“aesthetic journalism”, “artistic journalism”, “art as evidence”, “evidentiary realism”, and
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variants specific to a given artistic genre such as “journalistic theatre”, “live journalism”,
“comics journalism”, and so on. [ initially coded such terms as “defining the arts and journalism
intersectional practice”. While this vocabulary demonstrates the ways in which professionals
give meaning to the kind of journalism that they do (Loosen et al., 2022), it also seems to suggest
that these multiple aesthetic truth practices were pointing towards an emergent field.

Sennett’s book Together and a re-reading of Gieryn’s 1983 article “Boundary-work and the
demarcation of science from non-science” helped me to understand that what these
intermediaries told me. These texts, in addition to what I saw at arts and journalism events,
further reinforced my hypothesis that I was looking at the demarcation process of an emerging
field (one concerned with aesthetic truth practices). Throughout this process, I treated coding and
memo-writing as iterative cycles of interpretation and reflexivity—constantly relating concepts
to data until theoretical saturation was sufficient for plausible explanation (Corbin & Strauss,
2015; Charmaz, 2006).

Reflections on the Methodology

To answer RQ2 (How can journalism as a form of art (i.e., artistic journalism) be explored
beyond a dichotomous relationship between journalism and the arts?), I used an “all-is-data”
strategy (Gynnild, 2007) which resulted in a dataset comprising field notes, records of my own
work experience, and the artistic journalism database that I created together with ACED. Chapter
2 reflects on this strategy and the critical hermeneutical approach that I adopted to synthesise the
various examples, stories, and experiences of art and journalism’s comingling, to inductively
work towards a conceptual theory (Rennie 2000). This conceptual chapter, along with Chapter 3,
provides the foundation for the empirical elements of my study.

While Chapter 2 highlights aesthetics as a conceptual issue, Chapter 3 goes further by
developing a typology “that helps map out the dimensions of a concept and form a space within
which different cases can be located” (Reese, 2021, p.8). Classifying the various aesthetic
dimensions of artistic journalism enabled me to purposively select cases (Stake, 2000). The
chapter addresses RQ3: How can the sensuous and affective qualities of artistic journalism be
classified and categorised for comparison and pattern recognition? To answer this question, |

drew on a literature review—as in all chapters—along with a dataset of field notes and the
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artistic journalism database. Chapter 3 further explains how the typology and the continuum laid
out in Chapter 1 feed into the empirical chapters 4 to 6.

For Chapter 4’s discussion of the conceptual issues that arise from the collaboration between
journalism and the arts (RQ4), I analysed project documentation, published works of artistic
journalism, written documents, and 12 in-depth interviews conducted with intermediaries
working between journalism and art, with the purpose of highlighting key issues. The case
studies in chapters 5 and 6 also include interviews, in addition to field observations, notes, and
publications (documents and videos), to examine the working process of particular artist-
journalists.

I gathered the data for Chapter 5 during the earliest stages of the dissertation project, as the
first case upon which to build further theoretical sampling (Urquhart, 2013). The grounded
theory approach entails a constant negotiation of data, notes, returns to the field, and repeated
rounds of data and analysis (Charmaz & Mitchell, 2001), as well as theoretical sampling which
takes place during the analysis. This means that the results of one case frequently produce new
questions for the next.

Chapter 5’s study of the journalistic theatre practised by the Teatro di Nascosto was the first
case that I selected to begin my sampling. My first interview with theatre maker Annet
Henneman took place in 2019, and the results of the case as a whole touch on the relevance of
embodiment in journalism, the body as news medium, and news sharing as communion. Though
I do not develop these themes further in the present dissertation, I am currently working on a new
research project titled “Truthful, not Neutral”, which looks at live journalism, in collaboration
with high-profile journalism organisations, theatres, and debating centres in the Netherlands, to
interrogate the central dynamics of holding space, embodiment, and inter-embodiment. For this
dissertation, however, I wanted to focus on the main research question, hence why I needed my
next case to represent a different genre of artistic journalism. I had selected and approached
Robert Glas (see Chapter 6) when COVID-19 struck. The pandemic significantly impacted my
initial plan to build theory on single case studies based on reconstructions, including live
observations (Reich & Barnoy, 2020). Instead, I decided to follow up on my observation that
several of the international organisations at the intersection between journalism and the arts that
encountered were start-ups from the last decade. I wanted to know if this was a coincidence, as

well as what these intermediaries between journalism and the arts were doing, and why now.
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During the COVID-19 lockdowns, I conducted all of my interviews online, and stuck to the line-
by-line coding procedure used in grounded theory to analyse these reconstructions.

I also wanted to share my findings with peers via academic publications. However, a
grounded theory approach sees the outcome of research to be new theoretical insights, which I
could not produce on the basis of my singular empirical research projects. As a solution, and to
downplay its theoretical contribution, Chapter 5 refers to my research as having been “inspired”
by grounded theory. For chapters 4 and 6, which I wrote later, I found that Braun and Clarke’s
(2006) thematical research approach offered a much better fit, as it meant that I could still
approach the data through line-by-line coding, with sensitizing concepts in mind, and a constant
comparison of new and old datasets, along with academic theory. This gradual methodological
shift was pragmatic rather than conceptual, reflecting an interpretive stance that values flexibility
and responsiveness to the nature of the material (Charmaz, 2006). This subtle shift in emphasis
allowed me to feel more confident about the limited theoretical claims of my chapters, without

devaluing the importance of their empirical content.

Ethical Considerations
My ethical considerations were guided not only by institutional requirements, but also by a

broader relational and reflexive stance that reflects the study’s constructivist epistemology and
ethnographic methodology. Indeed, the research involved multiple instances of close engagement
with individuals working in journalism and the arts, in professional or creative settings where the
boundaries between public and private, formal and informal, can be fluid. I therefore understood
the ethics of my work to be situated, iterative, and subject to negotiation throughout the research
process. This aligns with Sarah Tracy’s (2010) “big-tent” criteria for qualitative research, which
emphasise sincerity, transparency, and relational ethics as central to methodological quality.
Participants received clear information, in writing, about the study’s purposes, how data
would be used, and their rights, including the right to withdraw at any time (see Appendix III -
Information Brochure 'Journalism as Artistic Practice', reviewed and approved by the University
of Amsterdam’s ethics committee). Though formal consent was always obtained prior to
interviews, I also sought verbal consent, especially during ethnographic observations and less

formal interactions. Some participants explicitly agreed to be identifiable in the dissertation, and
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this procedure — including the conditions of recognisability — was reviewed and approved by the
ethics committee. Great care has been taken to protect participant identities, with identifying
details altered or omitted where necessary. The outputs of artistic and journalistic work are often
public-facing, but I nonetheless carefully considered which aspects of participants’ professional
work to reference or describe in the study.

This study’s constructivist paradigm means that my positionality as researcher is a central
ethical concern. Throughout the data collection and analysis, [ made reflexive field notes and
memos. This enabled me to track my own assumptions, power dynamics, and relationship with
participants. One key challenge came as a result of my dual role as observer and interpreter on
one hand, and practitioner who understood the challenges of both practices on the other.
Although I discussed my role in research groups and with academic peers, my experience as a
practitioner implies that “what is happening in the data? ” (Glaser, 1978) is not so much new and
unknown as, from a constructivist perspective, a set of personal interpretations and definitions
(Charmaz & Belgrave, 2012).

I treated participants’ voices and experiences with the utmost care and respect, always
acknowledging the responsibility involved in interpreting and representing the narratives of
others. I sought to honour the complexity and multiplicity of their perspectives.

Consistent with my ethnographic and constructivist approach, I saw the ethics of my research
not as static, but rather emergent and responsive. Decisions about what to record, how to present
my findings, and how to engage with sensitive issues were informed by a rolling dialogue with

participants and a commitment to care, transparency, and accountability.

Limitations of the Study

Several limitations should be acknowledged in terms of context, timespan, access, privacy, the
interpretive nature of the study, and its theoretical saturation.

First, as is characteristic of both ethnographic research and constructivist grounded theory,
my findings are highly context-dependent. For example, my access to those operating at the
artistic journalism intersection often relied on personal relations, gatekeepers, networks, and
specific introductions. These dynamics shaped the participant pool, and meant that the corpus

represents a particular set of professional environments. Although news themes can come from
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anywhere around the world, they are packaged and presented in a predominantly Western
context. Indeed, I had relatively little access to works of artistic journalism made for audiences in
regions with restrictions on press freedom, or a limited tradition of publicly-funded arts and
creative autonomy. Consequently, some voices may be underrepresented. As a result,
the theories that I develop are not intended to be universally generalisable, but analytically
transferable to similar contexts. Recognising such limits is part of an interpretive-constructivist
commitment to transparency about the situated nature of qualitative knowledge (Charmaz, 2006).

Due to the constant state of rapid evolution in journalism and the arts under the pressures of
technological, economic, and cultural change, this study is somewhat time-limited. The
boundaries and definitions of these professions are in flux, meaning that the practices and
identities explored here may shift over time. My insights capture a snapshot, as opposed to a
static or final model, of artistic journalism. Ideally, ethnographic fieldwork would unfold over an
extended period, to deepen trust and properly observe changes over time. My research timeline
made such longitudinal observations of artistic journalism’s development, and the dynamics of
long-term collaborations or career shifts, impossible. They remain to be theorised elsewhere.

Although the applied newsmaking reconstruction method makes many artist-journalists’
work processes more accessible than other methods (Reich & Barnoy, 2020), access for the
purposes of observation still remains limited. This is partly because, as mentioned above, the
boundaries between public and private, formal and informal, can be fluid in the professional
creative environment. With the exception of the Teatro di Nascosto, whom I observed working
out of the apartment of the theatre’s director (see Chapter 5), all of my meeting with participants
were either online, at their workshop or office, or in a public space. Furthermore, some
interactions with participants were mediated via digital platforms, remote communication, or
other online tools. While such considerations reflect the reality of everyday professional practice,
they also limit my ability to observe the kind of embodied or spontaneous action that would
typically be available to in-person ethnography. Furthermore, any digital platform-specific
dynamics would have been better captured with dedicated digital ethnography.

To protect participant identities, | have anonymised or omitted certain details to limit the
depth or specificity of certain findings. Work at the intersection of journalism and art is
frequently emotionally charged, with many in public-facing, politically sensitive, or precarious

roles. Occasionally, participants disclosed highly personal experiences to me which, while
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undoubtedly significant and analytically rich, I sometimes refrained from fully theorising out of
respect for my ethical responsibility towards them. This occasionally limits the detail of certain
descriptions or examples.

Participants’ language was often metaphorical, value-laden, or deliberately ambiguous,
particularly in relation to themes such as identity, creativity, and credibility. My experience as a
practitioner largely helped to understand such expressions, though it also posed challenges, as
their meaning was not always stable or shared and required layered, iterative interpretation.
While constructivist grounded theory allows for such complexity, there is a risk of over-
interpretation or misalignment with participant intent.

Given my constructivist epistemological position, I played an active role in co-constructing
meaning with participants. While I engaged in reflexive practices, such as memos and
conversations with peers to avoid confirmation bias, it is important to acknowledge that both my
data and the resulting theoretical insights are interpretive rather than objective representations.
Indeed, due to its contextual, relational, and interpretive nature, the study is not designed to be
replicable in a conventional sense. The findings emerged from situated interactions, field-
specific dynamics, and co-constructed meanings between myself and the participants, and were
shaped by specific times, places, and institutional cultures. Other researchers (or, in fact, I myself
in other circumstances) may have reached different insights from the same interactions.
Nonetheless, I sought transparency, plausibility, and theoretical resonance, to allow scholars in
adjacent fields to critically assess, apply, and adapt my conclusions in their contexts.

Finally, a word on theoretical saturation. Grounded theory involves a continuous gathering of
new data based on findings from data previously analysed. This is known as “theoretical
sampling” (Glaser, 1978) and continues until established categories are “satisfied” and can be
related both to each other and existing theories (Urquhart, 2013). “Theoretical saturation” in
grounded theory refers to the point in the research process where new data no longer brings new
insights. Patterns are fully established, and no new properties emerge, leading to a complete and
well-integrated theory, while at the same time saturation in constructive grounded theory is
understood as partial and context-bound rather than absolute (Charmaz, 2006). Given
the complexity and fluidity of journalism and the arts as intersecting fields, it is possible that
additional interviews, observations, or collaborations would introduce new meanings or

alternative framings. Moreover, the overlapping professional identities and institutional contexts
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explored here are not static, and participants’ practices continue to evolve. For this reason, what
appears saturated within the scope of this research may, in fact, represent a mere snapshot of an
ongoing process rather than a conclusive endpoint. This study therefore claims sufficiency rather
than complete saturation, in its grounded yet provisional portrayal of the phenomenon under

investigation.
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