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Figure 1. My review-copy of the book Art, artists, and pedagogy as an object to live alongside of.

Rather than thinking of this in terms of sense-making—that is as an act of
understanding—/ take inspiration from Hannah Arendt’s existential
(re)definition of understanding as the lifelong task of reconciling ourselves to
reality and trying to be at home in the word.! [emphasis added] (Biesta, 2017, p.
39)

This is a good book. It should be archived in your collection and you should come back to it
often. Actually, there’s no other way to be with it. You must come back to it repeatedly. You
must read it sequentially sometimes and you should also read it from its last chapter to its
introduction. Occasionally, read the chapters out of order; skim the table of contents and read
according to your preferences and curiosity; or be counterintuitive and read the parts that

! Biesta’s use of the “be at home in the world” idea is printed as “be at home in the word” once in his book
Letting Art Teach (2017), a fortuitous typo—I presume—that | retain and use here for poetic effect.
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contrast your taste, interests, and familiarity. Read the essays aloud when you’re alone and
read them in silence with others. Underline and markup whatever resonates with you.
Annotate the margins with your questions. Leave bookmarkers and sticky notes in it. Leave it
on your bookshelf, nightstand, or in your bag—ignoring it for months while you busy yourself
with the tasks of being grown-up alongside/with the world—then be surprised by the fact that
it exists and you own it. Take photos of its pages. Draw in it. Lend it to others. Post about it.
The book is now in paperback and reasonably priced for an academic book, so it can even be
assigned as a class text. Use the excuse of “teaching through” the text to hear differing things
that others might have to say about it. Have a creative response to the book through your art,
your teaching, and the working out of your own philosophies. Put all the creative responses
that this book triggers back into the world.

Art, artists, and pedagogy: Philosophy and the arts in education is a book that takes key
thoughts from the Dutch educational scholar Gert Biesta and butts those moments up against a
variety of arts scholars’ interpretations of certain bits of Continental philosophy (a little over
half of them concentrating heavily on the works of Deleuze and Guattari), specific arts-based
case studies, philosophical interviews and conversations, some ruminations on pedagogy and
methodology, and—of course—the authors’ own theorizing. | read the book cover to cover
over an eight-month period because | was invited by the editors of the International Journal
of Education & the Arts (IJEA) to construct a response to it. In all probability | may
eventually have bought this book even without the invitation to review it. However, without
the task to dutifully examine it on behalf of others, my actual reading of it would have
occurred in the same organic and extended manner | suggest in my opening paragraph for
your reading of it. I would have read it slowly, incompletely, and in bursts over a lifetime,
occasionally finding “moments of exhilaration” (Goulish, 2000, p. 45) that resonated with my
ever-changing situationality and then possibly—maybe—I would have a variety of creative
responses to my encounter with the text(s).

The way I’m proposing that one might live alongside/with this book is not unlike what Gert
Biesta describes in his own review of the book, which also serves as the concluding chapter
within the book. Biesta draws an analogy between his reading of the chapters and the way that
he “walks the museum” (p. 147), learning to be more patient, more observant to what may
have been previously overlooked, and “getting better” at critical reflection through an
emergent practice and sincere repetition. As a teacher who frequently assigns museum-going
to my students, I’ve identified this means of critical reflection as a saunter or a “[a] walk
along slowly and aimlessly... mus[ing] ... leisurely” (Barnhart, 1988, p. 960) that opens up the
possibilities of engagement, mostly because of the purposeful lack of measurable objectives.
The time spent and the sincerity of the visitors’ presence near those objects/texts can be
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enough for them/us to have a generative experience and more importantly to continue
accumulating the incremental components of ones’ personal maturation and education.

The echo between how I think you might use this book and Biesta’s idea of a slow, leisurely,
bemused and perhaps “aimless” walk through a collection of—say—painted portraits, is
something I had already begun to identify about halfway through reading the book. Sitting in
coach, in the sky between Salt Lake City and Chicago, without a notebook to jot down my
thoughts, | used the blank inside covers of Art, Artists, and Pedagogy to work through an idea
about how I might explain the reading of this book or the study of theory—in general—to my
students (see Figure 2).
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Figure 2. Some of my notes on the inside cover of my copy of Art, artists, and pedagogy.
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I’ve transcribed some of those notes here:

Here’s a lesson on how to read theory. Be exposed to it. Sometimes repeatedly.
Theory is like theatre, you behold it. It is beheld. Even when it is totally pre-
scribed and re-hearsed it is still dynamic. It is still a generator of a shared energy
in a specific moment in time and both the theatreticians and its audience need to
be present together in an agreement to not be distracted, not be preoccupied, and
exercise a disciplined version of “paying/giving attention”. Much of what the
theatretician presents will be lost, not registered or comprehended by their
audience, but even the exhilarating moments that do stand out to them are
dependent on all the things and expressions they didn’t notice. Perhaps, upon
encountering the production again, something different will be noticed. Perhaps
that event will jive with the previous encounter or a totally unrelated production.
Perhaps the audience member will only notice what they noticed prior, but this
time because they are slightly older—because they have a few more
experiences—the thing they recognize now looks slightly different. And this is
how you move beyond knowing about theory to understanding the material of
the work you do (working through theory), even if that work looks nothing like
the theory/theatre that inspired it.

The blurring between theatre and theory brings me to this last part of my review and also to a
gesture that can only be beheld. I’m a slow reader, but when I have a deadline I figure out a
way to enact the “saunter”—with all of its leisureliness—within the compressed time of the
deadline.? | read with a pencil in my hand and | read aloud, speaking/performing the words of
the authors I’m reading as a means to be near the text and behold it at the same time. The
aloud-reading, my note-taking, and my surgical underlining of “moments of exhilaration”
within the text are also a creative response and | understand them as artworks in and of
themselves. In my encounters with any text that requires my critical reflection and engenders
my creative response I’ve taken my cues—as you may have noticed—from author and
performer Matthew Goulish (2000) who taught me that critical doesn’t necessarily mean
“criticizing” and therefore “critical” is also not separate from “generative”. In fact a
“criticality” that aims to “look and look again” (p. 82) almost always leads to generativity.

Goulish (2000) calls these encounters, “moments of exhilaration” (p. 45), found out of re-
spect (the looking and looking again) that is “an effort to bring our own imperfections into

2 In this case it took me 8 months, which may seem like a lot, but remember a book like this takes me a lifetime
to be alongside/with.
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sympathetic vibration with these moments, and thus effect a creative change in ourselves” (p.
45). | found many moments of exhilaration in Art, Artists and Pedagogy and as a reviewer of
the book | feel compelled by the formality of academic publishing traditions to isolate a few
of these moments in order to speak to the nature of the whole book. This is an impossible task
since—as | and Biesta have noted—this book is a corridor of difference and no single chapter
or pull-quote can speak to the whole collection in any manner that is faithful to the experience
of being alongside/with it. In lieu of that less-messy gesture I’ve chosen to show you one
moment of exhilaration of each of the book’s 15 chapters. Each moment of exhilaration
presented here is both a shout out to the particular author of that chapter and a moment from
which | hope the readers of this review might understand why | started by saying that this
book is a good book, that you should own and slowly live alongside/with like you do with all
the other texts in your study collection.
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learming, Deleuze and Guattari (1987) simultaneously present deterritorialisation as
a potentially singular and/or collective form of engagement, that can be character-
ised as inquiry of a multiple nature leading to social, political and personal change.
In effect, the term, deterritorialisation, which is central to capitalist functioning, has
many levels, and is not solely exploitative, therefore opening up the concept as a
potential arts-based fulerum for understanding key processes in the world from an
mnocent and playful perspective.

This small example of the concept of territory serves to show how Deleuze
and Guattari (1987) ask educators to think with and deploy new concepts, and to
constantly exercise their imaginations in coming to terms with a philosophy which
15 always in flux. What is especially valuable for teachers and researchers is the idea
that Deleuzian scholars are determined to remove and deny the constant reitera-
tion of binaries in education, For example, labelling children as successful or failing,
COFTECt or incorrect: in art —‘a good likeness’ or ‘not a good likeness’; in music —
‘In ume’ or ‘not in time’; in drama — remembered your ‘words’ or forgot your
‘words"; in dance — the ‘correct step’ or the ‘incorrect step’. Instead, the application
of Deleuzian concepts to arts education allows for a connected middle ground to
emerge, around the ‘and ... and ... and’, instead of the ‘either ... or’. -

Another problem faced by arts educators and the s
definitions and hierarchies produced for the stud
the launch of the ‘Task Group on Assessment and

wcurricula are the strict
1t. For example at

in 1988, a dance
teacher asked Professor Paul Black: ‘How can you oving to the
floor in the terms of the National Curriculum?’ T

STLS Up 4N AnvIaly ana ASJUncuve synthess within the same book
tive difference or philosophical position. To acknowledge difference
something with which arts educators are starting to engage far more
claborates on philosophical ideas taken from Dewey, Levinas, For
Derrida and Heidegger. His work has been widely read and valued b
seeking a philosophical means to stem the tide of global standardis
capitalist. enfecblement of education.

What does this book have to offer by way of insight into the rol
in education? Ast, Artists and Pedagogy is not a literal *how to teach’
the ideas presented here are to encourage the educator to question p
reinvent pedagogy along philosophical lines. The book is not a philo:
se,in tHat_Eh_econcepts do not remain in a space of pure philosophy:; it
applied to arts education. Different theoretical framings by each cont
what they see as productive and critical in the context of the twenty
and arts education. Above all, this book consistently works with diffe
recognise how we view the world, and sets up arts-based thinking
informs art, artists and pedagogy, without embracing what is tired anc
gone before.

Gert Biesta, in Chapter Tivo, reflects on the absurdity of educatior
an endless cycle of measurement and competition, Biesta produces an .
the arts that avoids the pitfalls of individual expression and creativity.
‘creativity’, Biesta shows how the arts have been instrumentalised — to*
as serving some other attributes, be it mathematical skill or other are:
Biesta continues by maintaining that the view of art as a place to ‘expre

Figure 3. A “moment of exhilaration” in chapter 1, Naughton and Cole, (p. 2)
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VWd >struction. Existing in this middle ground can be described as

> ]

have too httle consideration for the mtegrity of what we encounter, our intentions
and ambitions will result in the destruction of what we encounter, the destruction
of what offers resistance. At one end of the spectrum we thus end up in the destruc-
tion of the very world in which we seek to exist.

But the opposite scenario is also conceivable. This is where the frustration of
encountering resistance leads us to withdrawal. We abandon our initiatives and
ambitions because we feel that it is too difficult, not worth the effort, too frustrating,
and so on, to pursue them. If the first response runs the risk of destroying the world,
the second ¢ second response runs the risk of destroying c ouml\u dcstrmmg our very exis-
tence in the \\prﬂ; our existence as subject. We literally disappear from the world.

To exist in the world, to exist as subject, thus means that we try to stay away
from these two extremes, although they are always on the horizon if we try to exist

i _the world. It means that we try to stay in the middle ground between ‘world-
dialogue — as being in dnloguc — as long as we do not think of dialogue as conver-
sation but see it as an existential ‘form’, a way of existing in the world — not with-
drawing from it — without putting ourselves in the centre of the world but leaving
space for the world itself to exist as well — hence existing with the world. Dialogue
is not a dispute or a contest where there is always, in the end, a winner. Dialogue —-
trying to be in dialogue, trying to exist in dialogue — is precisely where winning is
10t an option; it rather is an ongoing, lifelong challenge. It is the challulgc to exist
with what and who is other; it is the dm]]cnae to exist as subject in the world.
The middle ground between world-destruction and self-destruction is therefore
a thoroughly worldly space. It is also, then, a thoroughly educational space, not because
there may be all kind of things one can learn there, but because it is a space that
teaches you something that is fundamental about human existence, namely that you
are not alone.

Art, dialogue and education n-up existence

There are, of course, many definition  discussions about why

such definitions are either essential of art are explicitly

ration of what it I‘IIIL,}][ mean to exist in and with th,
not to master or domesticate — which would ultima
the reality one is encountering — but to come mnto ¢
to stay in dialogue. Encountering the reality of pais
bodies, including one’s own body, encountering resist
sibilities, meet limits and limitations, and out of this
and find forms that make existing-in-dialogue poss
‘doing’ of art,

Viewed in this way, art itself appears as the ongoing
to be in the world, the ongoing attempt at figuring «
now; to be — here — now.

Existing as subject, existing in and with the world
simply follow our desires, not simply do what we w:
‘measure’ our desires, bring our desires into dialogue
offers resistance to our desires. Here we encounter
understood educational distinction between what w
‘grown-up’ ways of being and the point I wish to mal
Ject in and with the world means that we try to exist

There are several caveats here. It is first of all i
tinction between the ‘infantile’ and the ‘grown-up’ s
developmental terms, that is, as a trajectory from the i
should be understood as two different ways of being.
ing. ‘Infantile’ refers to a way of being that is totally d
our desires as they present themselves to us — and th
the question of where our desires actually come from.,
really our ‘own’ desires and how many of them are fab
control, remains an open question. Nonetheless, the ds
us to do something with them.

If the ‘infantile’ refers to ways of being that are tor:
the ‘grown-up’ refers to a way of being where we m
our thinking and our doing, to the question of which
we ought to have, which of our desires are desirable.

Figure 4. A “moment of exhilaration” in chapter 2, Biesta, (p. 16)
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there are material and non-human rhythms that are eftecave and applicable to

; : of arts-based education and using Deleuzian ¢«
the modes of transformation that are being advocated in this chapter. In the 4

painting of Michel Leiris, there is a definite non-human, unworldly quality
to the work, which points to going beyond the boundaries of the ‘familial-

to pracgce. On one side, one could argue, as El
does, that the application of Deleuzian conceg
chapter, can lead to a thoroughgoing analysis
method or practice and this action avoids the ‘r
may be tempted to undertake, and which may f
ysis. On the other side of the argument, one co
are already in and are an integral part of pract
not properly theorised or understood (Cole, 2i
— this chapter is a good example of the Deleuzia

human’ in the creative process. There are boundless artistic opportunities to
be had in extending and explicating material and non-human complexes as
they appear in the world, and to extending the logic that this generates; and
this expanded practice could involve, for example, the processes that lie in
creatively interpreting the work of an anchill, or in performing a drama based

F around the dynamics of a bridge. The Deleuzian approach would be to extend*
and deepen arts-practice in a material, processual, metaphysical way without

making it clichéd, banal or obvious.
* ~Teachers recognising themselves as artists involved with complex and ongo-
ix_l)«_.'-z}edagogicrpmc_esses. It can always be problemaric to add to the pedagogic
load of a teacher, or to try and artificially extend the burden of their jobs by
constandy updating their roles with new identities and new features ﬁi\"en
the latest research or trend in the field (Beijaard, Meijer & Verloop, 2004).
However, one could say that the connegsimmsheween Deleuze’s (2003), phil-
osophical analysis of the paintings o, al pedagogic action takes
an artist’s sensitivity to make sure th representative thinking is
avoided. Rather than merely taking as a blueprint for action,
or translating them literally to intey the body as ‘meat’ and
‘the body without organs’, the higt teacher is to articulate
and see these bodily changes in the
can be found in an analysis of old agd
and could be further imbued with
Deleuze’s (2003) theory on Bacon a
changes in the body with inner, spiri
world (or the loss of being in the wid
¢ Transforming assessment practices i
of ‘the meat” and ‘the body without o
the importance of concentrating on
mative, ongoing, inter-related, compls
ways in which the body, the material
form under pressure from life. New asg
the thinking skills necessary to articuls
changes over time, and therefore has
mation (Cole & Hager, 2010) for learq
function. Such a model will loop bac

ample, these changes
iterature and real life,
power taken from

ter, observational
of being in the

theorists, which leads to the question: What do
in arts-based education? The point here is parallel
up-ness’ in education. On one side, the use of
can help us to delve into what we are doing in
relationships, development, and so on. On the ¢
in education, but possibly not recognised or tl
can be theorised badly: ‘If we think of our enco
may find ourselves pushing so hard that the m
breaks under the pressure’ (Biesta, 2017, p.14). R
with, due to the sensitivity it requires, the opac
invisibility that it hides within. The Deleuzian e:
lation to practice is exactly in this ‘in-betwees
the unconscious works, and where nature has n
commodified. This is the place where arts-based
is opened up through the deep engagement with
portrait of Michel Leiris.

nd representation of this painting 3
fancis-bacon-discussing-photog

y e Townard @ New Soaali
‘ Philosophy o
& Arts 09 (ISE
Q ndt”

Figure 5. A “moment of exhilaration” in chapter 3, Cole, (p. 28)
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Valdorf (2002) provide notable exceptions, their research continues a theme of
ttempting to identify and, again, smooth the interactions that artists have with
udents, teachers, administrative processes and the curriculum. Brown identifies
ome of the multiple roles of instructor, facilitator, communicator, model and
ctivist that artists are assumed to play, commenting on Rabkin’s view of artists
ceding to demonstrate a hybrid identity (Rabkin et al., 2011). Adopting this
erspective, it may be presumed that the best artists for the school environment
e those who are somewhat multidexterous and who are willing (and expected)

adape their practice to the various contexts in which they find themselves.
own’s focus has been slightly different in studying the nexus of “artist intention
d realised practice” (Brown, 2014, p-24) with children in non-school settings.
ut here I take Brown’s work as a point of departure and refer to this nexus of
tention and practice to look to a school-based residency programme in which
tists are not necessarily expected to teach, facilitate or instruct, but fo be. With
ch licence, we might consider the work of the artist (in their dO-lr—

and being)
interruption as well as diffraction (Barad, 2007) in the school environment,

ided by an ethics of positive entanglement and possibility. Drawing on the
sights of feminist philosophy and science (Braidotti, 2002; Barad, 2003 2007),

)

might re-imagine how artists assign themselves an alternative function in
the school space, that is not about being an external independent entity, either

Ao assimilating or distancing themselves from established norms of institutionalised
1& f" i 5 and standardised teaching and learning. Rather, we might reconfigure the artists’
h contribution as a necessary interruption, that diffracts the alwavs
i Y

relations that exist in the school environment (o W

Sc\’Y\*e = These are artists who tap into the opportunities and cpamsics for change that
/fﬂﬁ'\"] educational communities are being called to aspire tg

Jefferson & Anderson, 2017). As yet, I'm uncertain hofs

15t (and of the school) might best be realised or evide!

template these ideas here having been intrigued, in

by the ways teachers and students often find it difficult 4

enlivens their willingness and capacity to engage and be §
artist around.

10

quality arts education, teachers’ access to quality p
ists’ professional development oppor[unmcs.rThc pr
prior to ceasing in 2016 due to a s.ubstannal Bove
nationally. The programme in Tasmania was unigue ;
by the State government agency, Arts Tasmania, as |
pé)rtfolio of programmes, and was not an educatio
The Tasmanian AIR coordinator, Wendy Morrow, :
temporary dance practitioner, framed the {\IR progr
artists to take their practice into new environments
to view schools not primarily as a place to teach «
expand and gain insight into their own practice and
engaging with the “spacetimemattering” (Barad, Dol
of the school context; and, I suggest, sharpened art
configurations, subjectivities and possibilities of enc
non-human environment that the school-afforded. T
poral, spatial and material dimensions of the 'school
new perspective for artists on their own practice, bu
knowing about the educational task. The artists’ valus
in teaching teachers to teach, or teaching students
ing new becomings and new beginnings, on which
decide to act.

[De Carvalho:] I really did want to genuinely e1

and through that, 1 think there’s been a really |
dents and teachers.

I think the rewards are going to be someths

I have a feeling it’s going to be quite a rich spac

(De Ca

interest is De Carvalho’ descripuon «

Of partict
or achievems

Figure 6. A “moment of exhilaration” in chapter 4, Hunter, (p. 34)
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the denotation of the concept from a system which recreates iself following a pre-
scribed linear process in Kant, to an ever-changing phenomenon in Deleuze and
Guattari’s reading.

It is from Baruch Spinoza (1632-1677) that Deleuze and Guattari derive their
principle thought on the concepr. For Spmoza\iu,d__llﬁ supremacy, but there is

no distinction between (md and dllrlblll’(‘\ Attribuges can be rcud as the means

e T
whereby we obserye SOJ_L_:Llnn;: \\'hnj] might be a sense of place.a | r'-c,mu a visual
g o D ttees

dupx_cugn Rr_g}g}_gcdwb)j another object. The importance of this premise is thar if
God has created all things, seeing God in what is presented in his creation means
that we remove any hierarchy; we respond to his ‘ateributes”. In this two-way mter-

action of recognition of God in nature, we recognise that we have an influence in
st~
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how to respond to what has been tc-rm_» ‘expression through the attributes.
From expression, it may not be that the plane of immanence alone pmﬁu;u the

concept, but the pre-defined concept may also produce a plane of immanence or
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e setBte Femaves any Rietarchy to arrive a
bWMt\ are not to be, planed ‘above one :mnthc‘r
This points to what we
respond (Naughton, 20112)
cept, a way of seeing thi
take for example the co
our own (‘(mcept ofart
and perceive in art.
Taking the concept
sion” in Deleuze and
current hierarchies in
commonly a hierarch

anh\ to arrive at a point where the experience of
S04 5L

: ph]lmophv to become. prumbmg “how we
ation for the arts is that we may create a con-

uded by a philosophical concept. Let us

b we configure ‘art” puts us back to what
turn will prescribe what we do 1n art

it the implications of the “expres-
ications for challenging the

€ our concept IS most

tempo. These ele-

ments are then notio;
ion. However, if we ta

e (1883-1965) 4

eliicinie A mans wiral

Figure 7. A “moment of exhilaration” in chapter 5, Naughton, (p. 49)
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Jazz departures 59

“es of coding and caprure through new, reimagined con-

can speak to educational theory and practice and find its own means and ‘language’
to do that. This might involve artists’ accounts of their own cultural work and think-
ing delivered in a manner that is juxtaposed with other forms of thinking to engen-
der rhizomatic movement — such as I have presented here in this chaprer.
Educational spaces take on different forms and meanings when en viewed through
the lens of an expanded sense ofm Lines, 2004). ‘Musical con conccgc; gan be inves-
tgated as concepts that have a brmdgr\ gmﬁnnce with things. Rhythms infiltrate

s in many ways, such as physical movements, heart- eats, shifts in

nto the setting are encouraged. An improvisation then, our relational li
1t that renders the political possible through an artistic daily practices, and the natural HoHOns of sun, moon anZ] fIa"xT:t‘s nets, Melodies can be

G o83 felodies can b
ecoming or deterritorialisation. As Deleuze (1982, p.171) seen as pulses of natural action and e, the™ ifting toneﬂ s of vo voices and environmen-
for the positive "element from which the value of values AroLaIs

1d reversals (Cole, 2012).
ome to break free of standardised form, seek heteroge_
«s and enact a politics of the multiple can be seen asa

s toralitarian power. translating and differentiating it into g
e freedoms (Marzee, 2001). In jazz, this possibility is present
¢ expectations of the audiences, the alertness of the musj-

=)

tal shapes, the daily pattcrm ofrh) thms dnd tones. Harmomes exund t0 resonances

< patential to embody and express a will to power. Art then between pwple.udmml action, naum technolgg)" ruonanu‘: that taka un \arwus
1 w0 not only offer an alternative to educational norms and qualities of difference and ecologl al meamng,D)namm arc the shifts in intensges
al to n ) : z <1 Y

bur rransform them through a pedagogy of improvisation and the dramatic contrasts we encounter in daily life. Timbre, like tone, expresses the
ty. but transfor & ov8! e

- and capable of re-forming and re-igniting changing expres- pnmuul.n quahtus of thmg\ the e qualities we > experience as particularitics in ev ents.
' ve t\h.m_l;_m&hel_ps generate concepts that help see music w orlds
as extensive educational spaces that have the. capacity to LITIbOd\ creative, rhizom-
atic movement. This is crucial so that a multlpllcm of reference pmnts and means
of expression can be actioned in a diminished arts-informed educ auon.ﬂ l.mdwage

This kmd of expansx_

provisation as educational space

fion offers hope in an educational climate that is riddled A pedagogy of improvisation gives educators and students an opportunity to

O . i R \OSSlblllgé‘ of rhizom- work more flexibly and relationally than those who seek to comply first and fore-

e th normative condi- most with the performative expectations of a commodified education. It sceks for

5 and pedagogy is laden with ng utcomes' and and affirms new connections of difference and surprise. This pedagogy allows for

Jer usage of educ ‘l“"”‘ﬂ W (])r;h hik::;a)r?}:rf w(:)rk to at best new spaces or ‘middle ground’ to be opened up and sustained, recognising that the
1 the ._urp yrate educanonal [andsc

educational space is indeed a political space where opportunities are reterritorialised

I < at wor tion-
Orst operate unques
o o o y or d(.lllt‘d Because of the historical bond that ties lﬂlprﬂ\ isation to t‘.&lll)lqlles of

v about images of educational

ystem that stops them thinking lb;’)l i ¢ arises el aesthetic and ethical power, such as the African American experience alluded to, the
a

pedagogy

activity of improvisation plays a special pragmatic role: it is a tool that can be used
to decode the domineering power of the individual author and coloniser.

ng and emancipating. A
Cfﬂam
nobilise the body, and inflame and stimulate

What is markedly different from the present-day educational milieu is that a

pedagogy of improvisation affirms the flexible and messy circumstances of educa-
which tional work and the need to develop a sensitivity to different forms of connected-
ness. [n a world where education pron esses like to be packaged and formulaic (at

leact ac thav ara srarantad scnn assannrahla ranahaw. sl st Sn oV

j es.
power of suggestion over the muscles and senses, Cau%
_all art works tont

nent are originally active

Figure 8. A “moment of exhilaration” in chapter 6, Lines, (p. 59)
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T T T T Ty assTuReEd
rngs us back to the educational task. As described by &
ors ‘making the grown-up existence of another hum
 possible” (p.7). For Biesta, the concept of existence refe
yre specifically: ‘it is the question of human subject-p 3
- of being-subject’ (p.8). As regards ‘grown-up-ness’, he
ck11g\\\'lelig33 the alterity and integrity of what and -
»sents his ;et]ection on this theme in a number of was
»n the first one, summarised as: ‘the subject is subject!
losophical analysis, [ seek to augment and further ¢
put, my argument runs as follows: the subject is subj

- “The main insight [ wish to highlight about the ex

n

nnah Arende (1906—1975) particularly h(flpﬁll.A!endtI&
- acting person is a subject in a dual sense, namely in
- an action, and in the sense of being literally subjects
action. The latter depends entirely on how others re

his line of thought brings Biesta to the idea of ‘the su

“ the subject being subject to another (and the other)g
rer elaboration. The carly work by Merleau-Ponty ay
iy a subject, a ‘body-subject’. In his later work, this eflo}l l
rporeity”. At the most fundamental level of our & -‘
al subjects that enter into relations with others ax'ld'.ﬂ:lc
pplies: the primary fact is that of the relat'loflshlp *v
ibjects. In other words: what we find first is mtersu})
au-Ponty first understood this in terms of our l?odle_
srercorporeity”. This means that, contrary to the sull.

ophy. not just the individual (self, or ‘') and the m.\nd
tionships (‘we’) and the body as wcll.Applied‘tO educ:
ld focus more on strengthening the relationshl'ps., on
kills, and on engaging in all sorts of bodily activity. T
al development on the path to grown-up-ness mﬂ)’
 the mutual interconnectedness that is already given 3

ST e st peaispy 2 MG YALIVUY GATICETS SWATIY ACTOSS the Stage in periia-
nent interaction. An important goal for education is to make this dynamic tension
a substantial aspect of the child’s learning and development activities.

Regarding the relationship between bodies, Lyotard’s view resembles that of
Nancy. He also focuses on the dynamic relationship between the individual and the
group; but for Lyotard, ‘intercorporeity’ not only involves the sharing of our mare-
rial bodies, but also and at the same time, the sharing of felt corporeality. Learning
to share feelings is therefore at least as important in education and child-rearing as
cognitive learning. And this is certainly not just a matter of talking about it — per-
haps not at all a matter of talking about it, as it should be part and parcel of ‘physical
education’.

The philosophical concept that T introduce here by way of conclusion is to
understand intercorporeity in the art of dance as: bodily connectedness in motion, in
material and affective respects. This concept is relevant to the educational task in
practice. It is in any case an argument in favour of giving the art of dance a more
prominent role in education. And if we take a broader view, it is a recommendation
to offer more physical education. I do not mean a few hours of gymnastics a week
as a separate curriculum component, but physical education in a wider sense. as a
counterbalance to the dominance of learning ‘cerebral’ skills at school. What mat-
ters is to dance and move together, in a non-competitive way. To talk less and to do
more, to feel and to experience more, together. The development of mind and body,
of one’s subjectivity and intersubjectivity, should go hand in hand. Because: the
subject is subject(ed) — to intercorporeity, which is to bodily connectedness in motion.
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Figure 9. A “moment of exhilaration” in chapter 7,de Vos, (p. 69)
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rgaret Somerville

Thinking school curriculum through Country 81
the type of conditions most favoured. We leg
ds or drought hit the area, what the grub nee
animals and birds fed on the grub itself. In addit
| connected to us.

through Mulgury. All the forms of life, Mulgury, materialise in the Niddeerie which
embodies past, present and future. Through Mulgury, Niddeerie can be under-
stood as the coming into being of all the forms of life, and of tracings, mark mak-
ing, language and ideas, taking form simultaneously with Country. The creation of
the world is the same process in which thinking through Country is materialised

in Immiboagurramilbun’s paintings, or the black marks on a white page, tracings
-d through their everyday life of being-in-the world,] through which we can come to kno

ongoing stories with deep ancestral meanings
grew older. The lake was always a place of stor
ov, ‘it wasn't only a place to supply us with f
hat you had”. They were told about the different p
t had happened there during its creation. Some
ey could never go there. The knowledge about ch
vas told in story. Chrissiejoy tells these oral storie
ugh which to convey the ineffable meanings of

(Immiboagurra

Conclusion(s)

The current Australian curriculum works from Western assumptions abour
knowledge and being that determine in advance what knowledge is and what the
students can become due to its teachings (Biesta, 2017). In contrast, this chapter
has positioned the Aboriginal practice of thinking through Country as a radical
break from the Western mindset, instead placin the intricate and complicated
processes of working with arts-based Aboriginal practices as being primary in
understanding what knowledge is and how to work with it In this context, the
combined and entwined Aboriginal forces of painting, singing, dang -
telling, craft-making, ritual and belief work together to introduce
metaphysical framework into the educative frame. The exampl
onto-epistemological research narrative above, shows us some of
claboration possible when enunciating such a framework
poetry, dance and song,

Itis interesting that the English intellectual, Whitehead, o
working with and including this type of practice in the ¢
ing ever come to Australia or having sought to understand
in any way. In contrast, Deleuze and Guattari’s (1987)
and designed to work with different cultures and
bilising the hegemony and prominence of modern V

Was interecred in rha narantial Af crianes and in e

ire almost beyond my memory. I grew up kn
ng that [ was told as a very, very small child. Wh
= creaion of the lake and Kurreah and how all
tic story. it was just simply that this huge ani
ids away from the water holes because, ‘look ou
story to keep you safe and then later on it g
same story but it just gets more detailed. As a
n't even understand really that it was Kurre
ore about he swallowed people and if you we
P water, he might be still there, he might get
© the creation story and then further on than
ey killed him, and how he is now called upon

Figure 10. A “moment of exhilaration” in chapter 8, Cole and Somerville, (p. 81)
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DS VISIOUATics 01 sucn a potenual are the cosmicarg

Plateans, whom 1 call an ‘avant-garde without authorigy' (‘- i

Lo
rtsans are able to feel, see and hear more intensely iﬂtothé
n cosmological Life that penetrates us all-ThCY are anavam:
their ‘work’ is untinely, it does not fit in the past or futum,
¢ addresses the ‘present future’ by harnessing the cosmolog-
manifest, providing us with a post-ontological imagim'ion;
1e educational rask our species faccs.They are ‘without

ortant and distinct ways, which address the political and
eir work based on creatng and produdng subjectiva(i()ml
il bur affirmative in their outlook (Chesters &Welsh,ZOOﬁ),
hat their interventions remain minoritarian in Deleuze and
As artisans they do not direct or determine (like an archi-
irpen awareness of this precarious age as symptomologists of

ght in the current image of thought via smooth spaces.

ulosophy are recognized as engines of creation: “Art and

s point: the constitution of an earth and a people thatare
creaton” (WP, p.108). Thought and matter—as life itself;
1 creation. The second distinction is the intensity of their

s a mansformation in thinking that calls for transference of
are affected. The meaning of ‘affect, however, is quite con-
ture often referred to as ‘the affective turn’ (Clough
ranges from emotion to collapsing it with effect. For
sysconnecied to deterritorialization within Space&,gf‘
becoming’ has to occur. Art and the people it encoun=
forces at work, below the level of consciousncssp_@
hat are ‘beyond us. The subjective ‘I as habituated
d. But, it must be compelling enough to penetrate eSﬂbj
habituations that Deleuze refers to as common sense,d@

#
and a learning, a being-as-becoming that brings about 2
nsformation of our species-becoming in the Com
n Earth and the planet called Earth; the for
v for-us (culture, Being, bios, individual life and 'iﬁ
orical point where our species eventually different
{ ] *hand [claw], and ‘mouth [fangS]"(
ension the invention of tools and technologifh

' = “ Leaan

a the “foot [pav

cdraale ror such an a\-‘;mr—gardc

without authority as an adequate concept for

the Anthropocene epoch. It is one direction for an adequate response to the edu-

cational task at hand. As Deleuze and Guattari write: “the earth ... belongs to the &
Cosmos, and presents itself as the material through which human beings tap cos-
mic forces” (TP, p.509). The Anthropocene in effect presents a third cosmological
revolution after that of Kant and Copernicus. By adding the planet’s history, this
collapses the history of human societies as such, given the temporal scale that is in
play. As Claire Colebrook (2016) has argued, Deleuze and Guartari’s stratigraphic
cosmology rather worryingly posits incompossible worlds (worlds that seem para-
doxical but mutually existent), each with its own coherence, having multiple strata,
that are utterly incoherent and impossible in relation to one another (Delenze.
1992, p.67). The fossil record makes this very evident as the stratigraphy of each
fossil seems isolated, its context lost, placing punctuated and gradual evolutionary
theories into flux.

The Anthropocene is but one imposed mode, in addition to being a racial
discourse as to its consequences and whose responsibilities must shoulder its
cffects, where one is either for or against its anthropocentric bias (Taffel, 2017).
Incompossibility challenges and provides us with ‘parallel” universes, antinomies.
paradoxes that place us into proliferating Deleuzian logics of the ‘and’: our species
is doomed, and there is no such thing as a fixed essentiality to our species. and a
planetary conscious is necessary, and yet we must question the very unity of this
as an illusion, and ... and. The educational task of the artisan requires the positi ng
of incompossible fabulations; parallel fictions that work the smooth spaces that are
already there to be explored, to provide those inroads into a post(anthropological)
and post{ontological), as yet unthought, imaginary.

Why then is the concept of
Anthropocene and the parad
the Earth and our species wit
Deleuze and Guattari called a
cosmic artisan for clearly the
of affairs pertains to both the
cal) interactions with our speci
a totipotent stem cell can differe
types. Such cells can
possible; enzymes
blocks' for new pt
gies, biotechnol
that new str:.lng'e‘
crons. new svnthe

mic artisan adequate to the event of the

ssibility? The above s dness of

species, proto-cells

Figure 11. A “moment of exhilaration” in chapter 9, jagodzinski, (p. 87)
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n Nicholas Saunders

hat 1n order to see the world through another’ eyes
nust enter into their world and understand how it looks,
-d to be ‘wide-awake’ to activate our imaginatioug,\gﬁ
ones, the homeless ones, the broken windows, therﬁ;

absent, what 1s realized” (p.1). Only then can we
reality — envisage what might be possible (social lmag-
r abourt change as we become more aware ofoth'&;
¢ pivotal role that the Arts can play in fostering such

‘the Arts in learning

r-used component of early childhood and primary cur-
| evidence that quality arts experiences and pmccsses':'ﬁﬁ-
o ) < . A
il and emotional wellbeing. Embedding the Arts in lears-

¢ students’ imaginative and creative capacities Whilit

2 outcomes in other curriculum areas’ (Gibso
1zagement in quality arts processes and exper
student academic and affective learning (6.8
1. 2006; Catterall, 2009; Ewing, 2010b; Gibson &E
finner et al., 2013). Ac_qox;dm to Arnold Aprill
1m can help transform a school into a d amic lea
icators and students are more likely to think cri
and respect diverse opinions’ (p.2). All artfo;
ledges, skills and understandings and all a&
aning. It is our contention, however, that becauses

o

0, communication and the artistic or aesthetic's
12 2010). they can play an important role in

Towards ‘grown-up-ness in the world’ 99

know to explore possibilities, reenact stories and problem solve. Dramatic play is
not about acting as someone else: it’s about suspending your own situation and
heing someone else. e e .

Building on this in early childhood and primary classrooms, educational or pro-
cess drama emphasises bending t_ix‘xfl‘er;nd.igacs to cogage with story, embody feel-
ings and concepts and ﬁmmhers to understand their perspectives,
at lead to ‘as if " experiences can

new thoughts or approaches. Engaging in stories th
r ideas and build :

nurture children’s imagination, encourage them to try out thei
confidence in who they are —and who they would like to become.
van notions that drama can help us

-~

Educational or process drama builds 2
explore/rehearse a range of possibili
nation, argues Fesmire (2003), can
istry. Critical and creative thinking,
‘the four Cs (NEA, 2013), can be|
play that encourage the embodime:
Focusing on the use of faces, gestur
helps us understand how powerful
ing-making. Learning to communica
helps students to better convey how tl
evidence that demonstrates the effecti
ity pedagogy, particularly in English, i
Fleming, 2003; Miller & Saxton, 2004; wing &
Saunders, 2016) many teachers report fe .
of literacy and numeracy skills through s
generally, and drama in particular, are {i
rGoins. and engagement in quality literatu
<)(:c5>r1i;i;=égw_

The concept of ‘grown-up-ness’ aligns
ers but such attributes are¢ not casily mea
Daniel Goleman (2006), empathy is not full

10 i VAN varnrind

ative perspectives. Moral 1magi-
as an aesthetic process or art-

qunication and compassion,

ppportunitics for dramanc

he cxperiences of others.

mime and movement

pn can be in mean-

dilemmas clearly,
strong research
eritical. qual-
Baldwin &

Figure 12. A “moment of exhilaration” in chapter 10, Ewing and Saunders, (p. 99)
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Anne-Marie Morrissey

Authentic teaching assessment 111
ind leaders are explained in her te

aching and leami@o_

ote: Teaching is not just abourt having the theoretical knowledge base and prac-
e tical skills, in fact it is about having the ability to evaluate who you are as a
- : ‘ ’ S

i 4 erson ers ;v y =ntity shapes the 7 of you

s in children should be recognised and cultivated for the & L v ownddeady sl de oy of o

practice (Palmer, 1990; journal, 25 September, 2014). In deference to my

. enabling every child to grow Y :
; original view; I now understand that my endeavour to become a teacher

ournal, 21 August, 2014).

and assert full and com

[o do this [ needed to have anawae
as happening to each child in their lives as they individually

stand the world around them and master it

must begin introspectively ... and ... over time I became aware that mean-
ingful learning could only truly take place once teacher-student relation-

ships based on positivity, trust, care, fairness, support and authenticity were
formed (Groundwater-Smith et al., 2006; Bowman et al., 2001, in Arthur et
al., 2012). I am now aware that my teacher identity is not a separate body of
kn_gwm be affixed to my own identity; rather my meth-

odologies should be drawn from and remain faithiul o my own idenary.

and in awe of their environments, the children niﬂnlly
erness and enthusiasm to construct their own lcamm‘;ﬁﬂﬂ!-
e considered the children as leaders of the curricu}mﬁi
dent relationship being that of a mentor or a guide that
nvironments that extend from children’s interests, and
collaborative and independent practices, in the di

ing

In concluding her final reflections o r teaching and learning she states:

[ have observed that some confident expressing them-

selves in certain ways. By p dagogies that offer multiple
avenues for children to com
ums, I believe this has contr
omy and agency in learning,

22 September, 2014).

anmng took a three-fold approach, i.e. designing
en’s interests. The intent of using such a holistic
- children an open framework to experiment exp
their ideas and emotions through a myriad of med:

though a myriad of medi-
ightened sense of auton-

ess of the self (journal,

d gestural, in essence, to support and educate them
anate and unique qualities may come to greater fu

Georgina's capacity to go it alone i ther than being
caught up in the power of her own |
in the opening up of the pedagogical
(2005) in her explanation of subject
of psychoanalysis and Marxism, ques
ject and art is so obvious that it needs
el itase sakallnsata thaie work

instrumental

w the learning activities were designed furtheri
*an art maker, someone who qualified as a graphic ¢
fessional, who has the confidence to defray thep
DIgina continues:

ners. Doy

| the ficlds

Figure 13. A “moment of exhilaration” in chapter 11, Moss and Morrissey, (p. 111)
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1t 15 capable of short-circuiting linear time and all-too-human modes of thinking.
In this way, becoming-imperceptible takes on the double, or compossible operation
of both affirmation—aftirming that something else is possible—and destruction,
where we might “learn to hate the world” in order to fend off the “here and now”
50 as to think the difference of the world (Culp, 2016, p.24).

Coda: unthought futures

As outlined above, we are now facing a plethora of challenges in relation to the
degradation of our planct, to which there has been inadequate, if any, political,
economic, and by extension, educational response. Instead, we are witnessing a

reconstitution of conventional reference points and new and ever-more violent

articulations of power in the face of continuous failures in social, political, and eco-
nomic realms. As evidenced by recent Ame

rican political evens. such responses,
or lack thereof, have re-ignited a powerful,

if illusory, reliance upon past images of
thought that are somchow reconstituced as the ideal, Likewise, in the field of edu-
=

cation, postures defined by adaptation, maintenance, and ultimately

survival mirror
our worldly anxieties and disconnections. Symptors of this

anxicty are growing in

both frequency and impact: growing job precarity, ever-increasing focus on quan-

tity over quality, and the slippery corporatization of educational domains position

schools among the many institutions that work to produce and maintain visions
of the future undergirded by the world as it is given, that is, a world defined by
the limited purview of the past-present. At the same time, however, there rCI.ﬂ;i;lS
a pressure to position education as that holy space of possibility,
hope is born and optimism prevails. This comforting narr:
.uﬂjqu.ﬂc’l)‘ address the real, material conditions of our cont,
leaving us with very little in which to believe.
In order to address this worldly precarity ar

a space where
itive, however, does not
¢mporary existence, thus

und loss of belief it has
new and unthought
or how pedagogi-

enabled, the educational task must be capabl
images of the future, which in turn might p;

cal life micht on A< pditcatinn erhalav da ol
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1 Similarly, in films such as l:./gc'd Gk
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.
0" p-86). He would “model the process of thought as an experier
l\ . LO claiming that he was unprepared, then he would “pose questi
b Y9 O offer tentative responses. Only after that would he gradually reveal
N . leading to a fully fledged conceptual apparatus” (Semetsky & Masny,;
3, t =2 Difference and Repetition, Deleuze sums up the role of the teacher:
i
We learn nothing from those who say: “Do as I do.” Our only teacl
) those who tell us to “do with me” and are able to emit signs to be devel
i:iﬂhetcrogencir_\; rather than propose gestures for us-to.reproduce.
- (Deleuze, 1994, p.23)
33—
4! How do we take up the role of the teacher who says “do with me”? What is it to
)’ “emit signs to be developed in heterogeneity” (Deleuze, 1994, p.23)? It is to open
| up spaces for concept-creation through “counter-actualization’ (see Deleuze, 1990,
YN pp-150-152). sometimes translated as “vice-diction” (see Deleuze, 1994, pp.189—
T2 191). Bogue offers a concise definition: “Vice-diction is the process whereby one
NN identifies and engages the vircual events immanent within one’s present world,
whereby one ‘counter-actualizes’ the virtual” (2007, p. 9).Virtuality consists in pos-

sibilities that continue to cxist even once actualised. Counter-actualisation takes
two forms: “the specification of adjunct fields”, or the exploration of existing con-
nections to better understand them: and “the condensation of singularities”, or
experimentation with new connections to transform existing ones (Deleuze, 1994,
p-190). Both forms involve a moment of disequilibrium, an unsettling event, in
which we sense the virtual and its possibilities, and, as Biesta would say, are able to
N “acknowledge the alterity and integrity of what and who is other™ (Biesta, 2017,
p-8).In section three we undertake a collective experiment in counter-actualisation.

\ >

Three

Itis maybe the third or fourth visit by Adrian Smith, the danc
a Miori-medium carly childhood centre taking part in t
setting for the encounter is a sunken circular pit, amphit
in diameter and slightly off-centre in the main room of A
begins with a settling in period, its kaupapa (ritual) involving karakia (prayer), waiata
(song), korero (talking and stories) and other ways of communing. This allows the
tamariki (children) to get used to Adrian and him to get used to the rthythms of
life in the centre: he is becoming less a manuhiri (visitor) and more one of the

Figure 15. A “moment of exhilaration” in chapter 13, Roder and Sturm, (p. 130)
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t regurgiaing what Dewey and Nietzsche said, | would inde
ntext in which they are suggesting forms ofunlearning is one
ar o us. This is especially so n_terms Qf the recurring
ho see education as a foundational piocesﬂhat ope— 2

0N _canp;

3¢ whose approach to education is Open-to-cmergent needs, In

n experience cannot be simply ignored. 5
d not come out clearly on one formula or another. As 3 p
us approach open, where plasticity and disposition offered a
casp what life throws at them. This emerged from his approach
urvival 1s not sourced in brutal power, but 1n a disposition to ada
nd those ex ; sxperimental skill ’ 4
nd those :.\‘E‘iomtgr}: and Vgipt_rlﬂl.cntd] skills by which we
the ways of survival as a form of creanvity (see Dews
rallels with Nietzsche’s appreciation of Schopenhauer and how
cciated the contingent nature of life. Through the example of 2
- Nietzsche urges us to take ownership of adaptability and sury

Wi

¢ of autonomy which he calls a will to power, with power
lity to assert one’s freedom and mtelligence creatively.

Id unlearning look like pedagogically?

% unlearning implies that students first accepe the notion

r. as they embrace accident as an opportunity to break into
dly unlearning is crucial in how representation takes an arti
tudents unlearn what they come with into the studio—that
1age of things and what they should be—so that they would th
55 1n front of them. The crucial point of unlearning is how th

late what they see, so that reality becomes something they
nlearning presents us with a paradox. It directs us to two op
that of the pedagogy of unlearning in art. This makes another
% the arts. It advocates for the arts in schools.,
uld also argue that the case for art as unlearning must Mmox
oled pedagogical dimension. From arts intrinsic dimensios
call art’s immanence—unlearning makes a case for a distind
hucation. Thus, while it makes a case for art in schools, the @
roots for art’s autonomy, often taking the opposite direcn‘o‘

autonomy so it could function in a heteronomous world—which is where we go
back to make a case for unlearning as a case for art education

GB: There are two other concepts that are important in your think-
ing as well: the notions of weakness and reality. Again, can you explain

what these concepts are about and what their relationship to the idea of
unlearning is?

JB: | would begin with the triangulation of reality and weakness with illusion.
This requires an arts perspective where many (including myself) often refer to art
as a “making.” The identification of art with making follows on from the notion
of poiein (in Ancient Greek, to make. produce) that gave us poiesis, artistic poetry.
A number of art theorists and arts educators sall insist on emphasizing the process
of art making. They argue that to regard a work of art as an end-product would
ignote aspects of learning, development, and creativity. Yet to identify art with mak-
ing is not immune from backfiring on instrumentalist grounds. When art is entered
mto the realms of learning, development, and creativity, there is a good chance of
reducing it to process as a measureable instrument.

As | have argued in Arts Way Out (Baldacchino, 2012, p-89), art cannot be mis-
construed as an act of learning. This equivalence would essentialize art and learning
as constructs of a foundational reality. More so. it upholds reality as a ground. as an
a priori foundation, sustaining the myth that without a strong reality, there would be
no meaning in the world. S

"~ Far from being equivalent to learni
ground gives way to a horizon, as
engage with the infinite diversity o
art’s hermeneutic power, we engage
provides us with an approach to whal
a reality that recedes in the backgrou
make it.

Reality and illusion come i this trian
paradox; more precisely, to recognize art
tions that both confront but also run away
works. This inherent plurality of dispositio
to engage in the dialectic between what is e

In the arts, we talk about beauty. Thou
never meets beauty strolling down the main s

one comes across beautiful weather, highligh
alongside beautiful things and beautiful people 1
responding to beautiful objects, This 1s.

understood from where the
ut it. On this horizon, we
the arts give. Through
tively. This in turn
reality—that 1s,

sibilities that

Figure 16. A “moment of exhilaration” in chapter 14, Baldacchino and Biesta, (p. 139)
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v 1H PARVMILE UL DU WAL LT UHILCACTICnY WOTE 111 Teia

N b tuon to llllIL arning 11 154 \gdd ; :ly the ped
pility of : 2 g.0as 3 pedagogy. namely the pedagogy of manuerism as a for
y of being taught: the question of “willed forgetting’.
And this, in my view, connects with what John Roder and Sean Sturm explore in
¢ I wish to highlight in response to the cha their chapter, not just with vivid examples of what the work in the middle ground
te \\h”.:v and the teacher o, in terms of thg tery looks like, but connecting this explicitly to the — can [ say it once more: obligue
e disoc s e e Mary kol i : and unteacherly — work of the teacher. They start withis \Ul“k[])ll:g early childhood
: St ¢ unter tea ? ! I
CHR T e focusing ot cachers ‘discovered' in their work with artists, that it is *all abour letting go’. Rather

than that they dis-covered this, one could perhaps say that this was un-covered for

iscussion of two artists who participated in an artist
mantan schools. She highlights the fact that in both
< arost-in-residence ‘label” actually says: they resi

r distinguishes this explicitly from more “didactical’

them; epiphany more than construction, being-taught more than having-learned
This is partly a detail and partly not, because what Roder and Sturm carefully and
imaginatively do, also brings the main theoretical strands of this book together. to

s ; show that what looks like the ultimate learnification of education — refusing to
1ce. that is, where they : fust ' :
ire “expert visitors charged teach, refusing to be a teacher, and handing it all over to what | have sometimes

students’. Yet w 2 % § i
e hat she brilliantly shows is that referred to as ‘amorphous’ learning processes. is actually the complete opposite of
their_acting and being ‘unteacherly’, was of learnification. These lines say it all:

e as it mu‘r'ruptni the ‘normal’ state and flow of

tO put 1t, to (rejturn students to the world, As The teacher did not shift pedagogical responsibility onto the children. he

being may therefore resonate well with aspirations opcmd up a ‘liceral and m;mphorual space’ (Biesta, 2017, p.18). for the chil-

ironments of necessary containment. ... Artists may drt.n to effect an inquiry into their subjec tivity. Ihuc was thus letting go,
entially educative ways. What Hunter alerts us tos not only of teacherly control, and the traditional aligned curriculum, and
f*oblique teaching’, a teaching that does not instruet, even the dance canon. However there was no letting go of the responsibil-
hat also — and this is important too — does not modg ity to suspend time and space, and to sustain students (plural) in the middle
ke but rather is a form of oblique, unteacherly teach= o~ ground.

asir ‘material presence and practising of their wotk
e They also highlight, and this is indeed an important addition, that what occurs in

1g, echoes with what in the interview withjohl') such situations — or at least may occur — is not Just individual \ulunumapun l~m .‘

learning. Unlearning, if I read it correctly, 15'an
e. Baldacchino emphasises that his qualm is not with

pgrh.lp\ first and foremost collective subjectific ation. And that 15 perhaps the s tron-

—

gest argument why today we sull need places Ll”td ‘school’ and should not ‘wni

everything over to personalised on-line learning.

<. that which we engage with as a human way of ‘The end’

ccome embroiled in what Dewey wanted to averts ) s
Tl S bachie . L Walking through the chapters of this
rid that finds itself stuck in the promise of el :
- s .LL;;U stuck in the prouiisg hat the museum: I have found things tha
g deprived frc inability W 4 2
proved from our inability to unlearn whatwa things I think I had seen before, and w
svid vl : :
round the "C,ho’»?]}fd),(?gl_t’g’-

Figure 17. A “moment of exhilaration” in chapter 15, Biesta, (p. 155)

n like walking (through
idn't like; I have seen

e again; things
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