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Chapter 16
Artistry in Storyline Pedagogy
Aesthetic Educational Design as Part of Deep Teaching and
Learning
Anna-Lena Østern
Abstract. The aim of this chapter is to contribute to theory development regarding ways
the Storyline teacher might enhance artistry in designing Storyline pedagogy, and thus
strive towards deep education. The theory in use in this chapter is called aesthetic educational design and outlines seven features of aesthetic educational design. The theory implies a performative, inquiry-based approach to teaching and learning. As the
chapter is mainly theoretical, examples of empirical material will only be sketched. The
argumentation in this chapter is connected to the visual documentation of two types of
tasks in use and relevant for Storyline: a three-dimensional triarama scene, and a painting of wings. Memories from work processes with the tasks contextualise the different
tasks. By describing and reflecting on these tasks, the chapter strives to concretise and
give an answer to the analytical question: How might depth in teaching and learning
be enhanced through aesthetic educational design? Visual documentation, narrative
vignettes, and a reading with theory are the main approaches to the argumentation for
how aesthetic educational design might contribute to deep teaching and learning.
Keywords: teacher artistry, aesthetic educational design, artistic learning process, deep
learning, diffraction

The Teacher’s Overall Aim Guiding Design of Storyline Projects
In this chapter I articulate how an overall aim for Storyline pedagogy can be explored in
targeting deep learning through the means of aesthetic educational design. What is firstly
an overall aim for Storyline from the teacher’s point of view? What is it that the teacher
wants the students to accomplish through their explorations during a Storyline project?
How can the teacher facilitate the exploration by breaking down the main key question
into tasks that can contribute to deep education? In this theoretical chapter I suggest two
tasks that have the potential to reach depth in teaching and learning. These tasks can be
part of different elaborations in a Storyline project, but they can also be part of other
kinds of projects undertaken with a performative approach, starting from practice and
experience. When I was struggling with formulations of possible overall aim guiding the
teacher’s design of any Storyline project, I started with the first article of the United Nation’s universal declaration of human rights: “All human beings are born free and equal in
dignity and rights.” (https://www.un.org/en/universal-declaration-human-rights/index.
html). This statement guides me as a teacher and teacher educator and serves as my value
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foundation. It is, however, hard to know how this vast issue can be broken down and explored. Right now, the world is facing problems that make the value foundations tremble
and even break down. The challenges are refugee streams, pandemic plague, war and
political instability, mass unemployment, and climate change – all global issues impacting
heavily on local life. We simply do not know how to solve the problems. Amid this, children are growing up, and as teachers we need to find ways of teaching and learning that
might contribute to hope, sustainability, and quality of life. Hence, the overall aim for the
teacher’s planning might be to explore what the characteristics of quality of life are, and
how this quality could be achieved in education.
I invite the reader to join me on an exploration of how next generation Storyline
pedagogy might be enhanced by focusing on how the teacher designs Storyline projects
aiming at deep learning by means of aesthetic educational design. This chapter, hence,
is an invitation; it is a suggestion to take the risk of actively thinking like an artist, as
well as a teacher and explorer/researcher together with the students. I first present two
tasks that I elaborate later in the chapter. After that I introduce agential realism as a
methodology for the exploration of these tasks. I start the exploration by presenting a
background regarding deep education as a preparation for the presentation of the characteristics of an artistic learning process and the theory of aesthetic educational design.

Background – Deep Learning
In Norway two white papers (NOU 2014:7 and NOU 2015:8) have been published about
the future of school and education. In these papers the expert group articulates three
overarching challenges for education in a future perspective: the challenges connected
to multiculturalism, the urgent need for thinking about sustainability, and the fact that
students do not master their lives. The expert group concluded that there is a need for
more focus on practical and aesthetic subjects in school in order to make the learning
more meaningful, and what the students especially need is more depth in their learning, because at the moment there is too much superficial and fragmented learning.
Consequently, a new cross-curricular theme called health and life mastery [folkhelse
og livsmestring] has been introduced in Norwegian schools, and many suggestions
have been made regarding how to deepen the teaching and learning. T.P. Østern, Dahl,
Strømme, Petersen, A.L. Østern, and Selander (2019) have criticised the expert group’s
definition of what deep learning is, considering it too focused on cognitive aspects in
a narrow way. T.P. Østern et al. suggest that aesthetic educational design as a contribution should be added to the expert group’s recommendations. In the next section I will
explain the features of the theory of aesthetic educational design, but before that I will
trace some of the ‘roots’ of the concept of deep learning. Dahl and T.P. Østern (2019)
mention that researchers in the 1970s developed the concept pair deep versus surface
learning in studying how adult students used learning strategies in order to acquire
theoretical knowledge in higher education. The authors ask: Does a six-year-old learn
in the same way as an adult student? (Their answer is no.) According to Dahl and T.P.
Østern, this narrow scope in the definition distorts the whole concept of deep learning.
A more holistic conception of ‘deep’ is formulated by Tochon.
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Tochon’s Understanding of Deep Learning, Deep Teaching and Deep Education
Tochon (2017) has written extensively about deep learning, deep teaching and deep
education. He maintains that “[d]eep education transforms the biosphere into ‘semio
sphere’ – a world of meaningful signs – and creates a meaning-making environment
for action” (pp. 26f.) Tochon refers to Hargreaves and Fink (2006) when defining the
dimensions of deep learning, deep teaching and deep education:
…learning has to matter for deep understanding to happen. Deep learning is energizing and doesn’t burn out teachers, it doesn’t harm the environment; quality is linked
to variety rather than standardized forms of expression; deep teaching honors the past
and develops wisdom for the future…. In deep education, standards define processes
rather than products. (Tochon, 2017, pp. 29)

A key to Tochon’s understanding is that learning has to matter for both the learner and
the teacher. He describes the necessary life-meaningfulness in the following way:
Deep teaching is learner centered. It builds on the intrinsic motivation of the learner,
authentic documents, and new information technologies when appropriate, conditional to integrating philosophical depth in their processing. Deep teaching is based on
meaningfulness for the learner and is project-based. To teach life-meaningful contents
to students, the teacher needs to know what is meaningful to them and discuss meaningfulness in life. Learning and teaching have to meet lifegoals. The approach is contextualized and situated. Meanings are embodied in actions. (Tochon, 2017, p.29)

Tochon also uses the concept deep education: “Deep education is all about mindset and
action” (p.38). Inspired by Tochon’s notion of mindset, I will in the following sections
of this chapter articulate possible ways of action in Storyline within higher education,
aimed at promoting depth in learning and teaching. Tochon’s understanding of deep
resonates with the understanding in Sava’s description of artistic learning processes as
well as in the theory of aesthetic educational design. A performative inquiry mode is
part of the approaches suggested in aesthetic educational design, and in Sava’s description of an artistic learning process. I introduce them as theoretical perspectives that
guide my reading with theory connected to two tasks that can be applied in Storyline,
with aesthetic educational design as an opportunity for the teacher to plan for depth in
learning and teaching.

Methodology
This chapter is, as mentioned earlier, mainly a theoretical chapter intended to contribute to a meta discussion regarding what an aesthetic educational design might contribute to the teacher’s planning philosophy in terms of depth in teaching and learning
in Storyline. The importance of potential artistry of the Storyline teacher is a main
concern in this chapter, and how this artistry can be supported in developing tasks for
inquiry in Storyline in different settings. The French philosopher Rancière describes
aesthetics for our time as a possibility to include in art what has not been included
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before (Ranciére & Rockhill, 2013). Social aspects of art become increasingly important.
This is how I try to articulate artistry as part of a teacher’s repertoire in planning and
facilitating the students’ learning processes. The focus in this chapter, therefore, is on
the teacher’s planning and choice of tasks that can connect to the aesthetic educational
design. The analytical question (St. Pierre, 1997) I elaborate in the chapter is: How might
depth in teaching and learning be enhanced through an aesthetic educational design?
Inspiration from Agential Realism
The analysis takes inspiration from some concepts in use in agential realism (Barad,
2007), also called relational and social materialism (Lenz Taguchi, 2012). Following
Lenz Taguchi, relational materialism and socio-materialism are connected to an ontological turn, where connections, encounters, events and intra-activity between all
types of materiality (human matter and non-human matter) are underlined in order
to obtain more ethically sustainable knowledge about ourselves. Intra-action is a concept pointing to how we are entangled with materiality; we cannot show clear borders
between ourselves and others, as well as between us and materiality, because we are
dependent on each other for our existence (Lenz Taguchi, 2012, p.15). Following Lenz
Taguchi, both human matter, affects, space, material objects and artefacts have agency
in the production of power and change. This stance affects the worldview as well as the
view on how teaching and learning can be understood.
Lenz Taguchi finds that this onto-epistemological stance gives us a chance to understand that different materialities (human and non-human) make themselves understandable to each other. This will, according to Lenz Taguchi (2012, p. 17), make possible
cross-curricular classrooms, which offer many different possibilities for knowledge and
learning. In particular this cross-curricular classroom is of interest from the perspective of Storyline pedagogy. The idea of exploration of a theme from the perspective of
different subjects is well known in Storyline pedagogy.
Refocusing Attention from What Something Means to How It Works
In a diffractive analysis differences and nuances are of special interest, and that is why
diffraction is a valuable tool for the analysis (Guillon, 2018). The concept of diffraction is derived from quantum physics (Barad, 2007; 1991; Juelskjær, 2019). It can be
explained as a metaphor for waves meeting a barrier and then diffracting into new
waves, where the original waves still leave some traces in the new waves. Jackson and
Mazzei (2012, p. 12) describe reading diffractively as when we “fold these texts into one
another in a move that flattens out relationship to the participants, the theory and the
data”. Gullion (2018, p.103) suggests that the researcher refocuses attention from what
something means to how it works.
In this chapter I read the empirical material with the features of aesthetic educational design. I make each task a unit of analysis, and my concern is the capacities for
action, relation, feeling and desire, and that the task might open for participants in
an educational event (Gullion, 2018, p. 104). The task can be considered a challenge
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or barrier, and the different processes and choices co-created by student groups serve
as diffractions. The analytical question for this chapter concerns deep teaching and
learning, and how aesthetic educational design might enhance depth. Depth is then
described following Tochon’s notions concerning mindset and action. Meanings are
embodied in actions, Tochon suggests.
Two Tasks as Material Used in the Analysis
I have chosen two types of tasks, suitable for use in Storyline projects, for the analysis:
(Task 1) a material for three-dimensional work called a triarama scene (with images
of examples 1–3); (Task 2) a visual art task called painting of wings (with images of
examples 4–5). I describe the materials and present images of how they have been used
in educational settings. Narrative vignettes, consisting of an e-mail from a teacher in
grade six, a narrative written by one pupil in grade six, and memories from my researcher diary, accompany the analysis. The analysis is first descriptive, and thereafter
I notice diffractions and argue for the potential learning using concepts from aesthetic
educational design.

Theoretical Perspectives
Inquiry-based Learning and Performative Inquiry
The teaching and learning in Storyline are inquiry-based, with key questions as one
main inquiry tool. This is well known and most often connected to Dewey’s (1935) notion of experience-based learning by doing, reflecting and undergoing (See Østern,
2019). Performative inquiry (Fels & Belliveau, 2008) offers the teacher a position where
the teaching and learning emanate from practice and exploration in performative ways
(Østern & Knudsen, 2019). Performative theory in the arts, as formulated in a performative manifesto by Haseman (2006), by Schechner (2013) in an introduction to
performance studies, and as a performative movement in education by Gergen and
Gergen (2018), all underline the performative elaboration (by exploring in fiction or
out of fiction) of how things could be (different). Gergen and Gergen describe a drive
towards using evocative language in research, acknowledging the importance of affects
and feelings, and in preferring a poetic language. Gergen and Gergen argue that performative work establishes the ground for dialogue with society. They suggest that “by
using arts as the lens through which we understand the world, new and exciting vistas
of theory and research are opened…” (Gergen & Gergen, 2018, p. 64).
Leavy (2018, p. 12) writes that thinking like an artist implies bearing in mind the artfulness of the resulting work. It involves a practice where persons learn about the craft
that they are involved in. The Finnish researcher Sava (1993) has described an artistic
learning process focusing on the perspective of the student. I will shortly present her
model as part of the theoretical backdrop for this chapter, and as a way of explaining
what teacher artistry comprises (See also Østern, A.L., 2013, pp. 28f.).
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Fig. 1:

An artistic learning process from the student perspective (adapted from Sava; and
re-designed by Stølsdokken Østern).

An Artistic Transformative Learning Process – Facilitated by the Teacher
Sava (1993) has constructed a model of an artistic learning process with a series of
transformations in an encounter with arts, both regarding form/reception and production of an art expression. This is visualised in figure 1.
Sava wrote the 1993 chapter in a book intended for basic arts education, and her targeted learner is a student in basic arts education. Sava has written the text for teachers.
She gives the teacher a prominent role as facilitator in an artistic learning process in all
transformative phases mentioned in the model. The teacher invites the student/pupil
(1a) to mindfully think of an everyday experience, or to experience a phenomenon in
nature while sensuously wide awake, or a strong art experience, or a memory, or even
a fantasy dream. She thus guides the student to assess the aesthetic and ethical implications of the experience and how it could be concretised in an art form. The teacher then
gives suggestions for (2) choice of material and form. The phases are transformative,
and each student in the group might make individual choices, but also interact with the
others and the teacher. In the next phase (3) the process becomes more clearly focused,
and the teacher can contribute with possible articulations of what the characteristics of
the artistic process might be. This dialogue is an important part of the learning process
in an artistic endeavour. (4) The developed artistic expression might now take shape,
and the interpretation of meaning can be articulated. During this transformative process (5) the student learns the basics of art as techniques, materials and possible choices.
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The model is therefore formed as a repetitive cycle, starting a new cycle (1b), when
one cycle is ready. The dialogue about personal affects and thoughts, and being able to
articulate experiences, feelings and knowledge, being open to listening to the experiences of the others and understanding the symbolic and visionary language that art has,
all contribute to the process.
Sava stresses the importance of listening to others when sharing artistic experiences, and she maintains that this is a meaning producing process, where something is
given importance and value. Sava discusses the relation between aesthetics and ethics,
suggesting that developing awareness and expanding insight embrace the ability to carry ethical responsibility for oneself, for others, for nature and culture. Sava argues that
through artistic learning processes the students develop mental models in at least two
ways: metaphorically in the art form, and verbally through the articulation of concepts.
Sava writes that one result of an artistic learning process is that the person is changed
somehow, relating to self, to others, to society, to the larger world, or to ideas. If there
is no change, Sava concludes, it has not been an artistic learning process. She mentions
three possible changes resulting from an artistic learning process: a quantitative change
in the amount of knowledge, a qualitative change through an artistic interpretation on
a more advanced level, and a structural change in artistic, creative thinking, as well as
how the fantasy of the person works. Sava gives the teacher a prominent role in guiding the student in these kinds of encounters. Sava’s process model can be one way to
describe a learning process with potential for depth, and with existential qualities. In
any Storyline project there is already the fictive frame, where the participants create the
characters and the milieu for the phenomenon under study. A challenge for the teacher
in her facilitating role is to strengthen the artistic approach to these tasks by presenting
key questions that enhance depth in learning, noticing how the tasks are carried out,
and providing suggestions for material and technique, as well as making the inquiry
process extend long enough to let the transformations take place during the processes.
Aesthetic Educational Design – a Short Review
The development of theoretical aspects of aesthetic learning processes have interested
Nordic research groups in education for quite a long time. I will mention two research
and development projects that I have participated in as teacher educator. The focus in
both projects was on aesthetic approaches to learning. Both these projects were tentative answers to two analytical questions: (1) What are the characteristics of aesthetic
approaches to teaching and learning? (2) How can aesthetic approaches to studying and
learning be concretised in the tasks given to the pupils?
The first project was carried out by an author group in teacher education in Finland,
producing five literature anthologies, named Litteraturboken 1–5 [The literature book
1–5]. The series was intended for primary school and published between 2004 and 2013.
These anthologies had attached teacher tutorials suggesting aesthetic/artistic entrances
to the literary texts, promoting the interpretative reading of fiction. The second project was called Reading and writing for children and young people of the 21st century
(my translation from Norwegian). The project was carried out from 2009 to 2012 in a
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Fig. 2:

A mind map of aspects of active aesthetic response (Østern, 2003, p. 34).

lower secondary school in Norway with many pupils of ethnic background other than
Norwegian. The specific challenge was to support depth in language learning. The development project consisted of four Storyline projects connected to water as threat and
hope, locally, nationally, and globally.
A.-L. Østern (2002, 2003, 2004) published her first idea as a model of an active
aesthetic response in 2002, a mind-map (Figure 2) regarding active aesthetic response,
where aesthetic is described as stylising, enlarging, reducing, or distorting. The aspects
chosen in the mind map connect to meaning making and existential dimensions.
The inspiration from Sava is visible in three of the speech bubbles: transformative
and dialogical, conscious experiment with form, and contact with existential dimension. Furthermore, the notion of serious playfulness is an inspiration from Huizinga
(1944), and the notion of aesthetic response is borrowed from Iser (1976). This mindmap can be recognised in the larger project applying aesthetic and artistic entrances to
the interpretive reading of fiction in primary school (Heilä-Ylikallio, Østern, A.L., Kaihovirta-Rosvik & Rantala, 2004, p. 14). The notion of aesthetic educational design has
been further developed within a Norwegian context, mainly in an R&D project centred
around man and the universe in “Space me”, with a Storyline pedagogy for grades eight
and nine connected to the exploration of gravity, with a cyborg figure as rotation centre
(T.P. Østern & StrØmme, 2014), and with further development in another R&D project
focusing on death, decay and new biological life, “200 billion and one” (T.P. Østern
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et al., 2019)1. The version of the theory of aesthetic educational design developed as a
result of this latest project will be my point of departure for the description of seven
features of aesthetic educational design (in Norwegian, Sanselig didaktisk design). The
notion of design refers to design theory as developed by Selander (2017) for learning
design sequences, which the teacher designs and stages.
An overall description of an aesthetic educational design is formulated in the following way:
The educator’s and the student’s work with creating form with learning processes that
are artful, performatively multimodal, student active, relational, bodily, exploring and
intra-active, where the students and the educators also sense, think, relate, are engaged,
challenged, move and are moved while producing knowledge and learning together
(Østern, T.P., Selander & Østern, A.-L., 2019, p. 66; my translation from Norwegian).

The features of this design, as the examples above show, have been developed over more
than a decade of experimenting and exploring how aesthetic approaches to teaching
and learning can contribute to a meaningful (and deep) education. In the next sections
I will briefly elaborate on seven features of the aesthetic educational design. I point
forward to the tasks I will describe later in the chapter.
1.

Æsthetic Approaches to Learning

This feature is to a large extent covered more in detail by the six following features,
but the point of making this feature the first one is that an aesthetic approach relates
to work in and through one or several art forms. An aesthetic approach to learning
consists of active elaboration of experience, sensuousness and shaping of form. The
approach implies that a performative inquiry is elaborated into a meaningful theme.
Through work in the art form the teacher challenges the students to give a response
when elaborating and exploring the task or formulating a task within the given theme
(or even finding a triggering new theme within the theme). This aesthetic approach is
the baseline for an aesthetic educational design. It gives the student the satisfaction of
functioning creatively as an individual or as a group. An aesthetic approach to learning
is a main characteristic of the two tasks I will describe later in this chapter.
2.

Bodily Learning

The body is important in all learning. Working in an art form implies a practice where
the body-mind works as a totality. The affective aspects connected to feelings and attitudes are activated and add to the joy and thrill of learning. The aesthetic approach implies a sensuous approach. It is important that the feeling of liveliness is present in the
elaboration, and that affects and bodily resonance are asked for, and designed, by the
teacher. In order to be moved you need to move, and in order to understand you need
to grasp the material, touch and feel. You need to experience the nature/culture space
1

Trailer from the performance https://vimeo.com/205538139
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you inhabit with the students. This focus on bodily learning also implies that the verbal
articulation of knowledge is but one way to express knowing, and a bodily expression is
also understood as knowledge formation, where the insights might be transformative,
even shocking, mind-blowing and eye-opening. A bodily articulation is suggested as
one diffraction in task 1, example 2.
3.

Multimodal Impulses and Materials Working Performatively

The impulses given to the students can be taken from different art forms like dance,
drama, visual arts, film, oral traditions, literature, and more. Different materials offer
different opportunities and challenges, when elaborated. Both the modality and the
material chosen work performatively: they have agency and produce something during
the process, something that was not obvious from before. All matter can have agency,
meaning that it influences the learning process. In task 1, example 3, masters students
prepare themselves for fieldwork, where they are supposed to create a project in a subject using dramaturgical entrances of four types: time, space, body and text. When as
part of the course work they elaborated space, they created the triarama scenes visualising (a) their imagined dream place, and (b) a dream classroom where they wanted
to be teachers. The multimodality of the combination of a concrete triarama’s three-dimensional materiality juxtaposed with their own imagination, and also both triaramas
juxtaposed, made the orchestration of meaning complex and rich. Even the compa
risons with other student groups’ elaborations of different triarama scenes served as
multimodal impulses.
4.

Difference and Friction as Important for Meaning Making,
Learning and Teaching

One important aspect of the aesthetic educational design has a special inspiration from
working with arts and crafts. Just as an artist does when he or she wants to explore
possibilities, so also students and teachers can explore differences and frictions. The
differences and frictions are considered values in a performative inquiry, when trying
to find out what it is, how it works, why it is, or how it could be, or creating new stories,
new hybrid formations, that make sense in a contemporary context. This aspect can
be explored especially by juxtaposing, for instance, the lives of the Vikings with our
own life circumstances (Example 1 in this chapter), or Syrian refugees living in refugee
camps with our own safety in the Nordic countries (Example 2 in this chapter).
5.

Exploring, Relational and Intra-acting Learning

Explorative and performative inquiry is a key to learning with an artistic approach. The
students and the teacher are in relationship with each other through their common
interest in the production of knowledge. The learning is complex and dependent on
both human relations and materiality. A performative inquiry, relations and intra-acting between humans and the other than human, the materiality of things, the vibrant
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matter, are entangled and ever changing. An example might be when teacher students
first elaborate their dream place, and then transfer this to their dream classroom, and
share their visions with the other masters students (Example 3 in this chapter).
6.

Participatory Arts Encounters

Participatory arts encounters imply an approach to what we do not understand immediately. Arts demand active interpretative work from the person experiencing them. In
participatory arts encounters the students are also active in forming the artistic expression, and therein lies a potential not yet explored enough in education. Participatory
arts encounters are shown in task 2 (examples 4 and 5 in this chapter): the painting of
wings. In groups of three the students collaboratively chose what wings they wanted to
paint, and what colour combinations they should use. There was clearly a masculine
and a feminine version of wings, and some extra negotiations when the group was mix
gendered. The range of colour available also made the wings look different. When a
group did not have any black or white, but only pastel colours, the result most often
was butterfly wings. This task was opened gradually, from the concrete formation of
the wings to a further elaboration of a theme, which I present in task 2 in this chapter. Helguera (2011) in Education for socially engaged art writes that in these kinds of
participatory arts encounters the participants end up not only knowing the artwork:
Traditional pedagogy fails to recognize three things: first, the creative performativity of
the act of education; second, the fact that the collective construction of an art milieu,
with art works and ideas, is a collective construction of knowledge; and third, the fact
that knowledge of art does not end in knowing the artwork but is a tool for understanding the world. (Helguera, 2011, p. 80)

7.

Focus on Dramaturgy in the Educational Context

To work like a dramaturg means that you compose the curriculum, the session, the
sequence as a complex endeavour, and the theatrical vocabulary gives a freshness to the
planning. Above all, the choice of meaningful aims and meaningful means are underlined in dramaturgical thinking. The gaze of the dramaturg shows how important form
and the shaping of form are in educational processes (See Østern, 2019 about dramaturgy in Storyline2). The means of the teacher dramaturg can be employed to compose a
story, or to make a montage with episodes. The teacher thinking is connected to finding
a balance between what the students know from before and what new experiences they
can be challenged by. There are four main entrances to dramaturgical thinking: time,
space, body and text (also understood as multimodal text). The hook in the beginning
is supposed to engage the students to inquire into the theme. The need to vary the
2

In another edited book Teaching and learning through dramaturgy. Education as an artful
engagement (Østern, A.L., forthcoming, Routledge) the dramaturgy in educational contexts is further elaborated.
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tempo, the intensity, the timing, the different working forms, and the different group
or individual work forms are carefully chosen by the teacher dramaturg in order to
support the students’ learning processes in meaningful ways. The first task I elaborate
on in this chapter contains two examples of the teacher’s dramaturgical thinking during
evolving projects (The Vikings, and the workshop Incomers).
These seven features might lead to a dramaturgy which embraces meaning making,
teaching and learning, where the values that flow through are not invisible, but articulated. It is a classroom where issues concerning meaning give ownership to the learning
(T.P. Østern, Selander & A.L. Østern, 2019, p. 74). In the following analysis carried out
as reading with theory, these features serve as lenses for the reading of two tasks.

Potential Deep Education through Performative Inquiry
Task 1: Triarama Scene as Space for Inquiry into a Theme
The idea for a triarama scene is from the earlier mentioned R&D project for primary
school in Finland, where we focused on artistic entrances to the interpretative reading
of fiction (Østern, A.L., Heilä-Ylikallio, Kaihovirta-Rosvik & Rantala, 2010, p. 65). The
description of how to make a triarama is as follows:
Take a square paper, fold two diagonals like an x. Cut one of the diagonals to the middle
of the paper. Fold the flaps over each other into a triarama scene. Do not glue the flaps
before the motif is ready. (Østern, A.-L. et al., 2010, p. 65, my translation)3

My analysis will consist of a commentary with narrative vignettes and examples of what
I found as diffractions.
Example 1: Nordic Mythology and the Vikings
In a project in grade 6 in an urban Norwegian school the theme Nordic mythology and
the Vikings was elaborated. The key questions for the exploration were: What did the
Vikings believe in and how did the Vikings live? The teacher sent me images from the
project, and I had an e-mail conversation with her about the project.
Narrative vignette 1
I chose to work with the text “The Gods of Valhalla” from a book called The world of the
Vikings (Steele, 2000). I found out that I could use the blackboard and different coloured
chalks to visualise the main aspects of the world view of the Vikings with the levels of earth
as a flat pancake, the snake swimming around the world, the realm of the death Helheim
under the earth, and the rainbow above picturing the gods’ heaven (Valhalla). All the
pupils were handed the text, colour pencils and drawing paper. Together we read the text
one sentence at a time and paused to draw. I modelled by drawing on the blackboard, and
3

Many internet sources explain how to produce triarama: http://www.stormthecastle.com/
diorama/make-a-triarama.htm
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Img. 1:

The teacher’s chalk-work around Nordic mythology.

the class watched and drew on their own sheets. I made it like a Storyline wall folding out
as we proceeded in the project. Step by step we read and drew ourselves through the whole
world of Midgard, Åsgard and Helheim. We also marked the drawings with names and
comments which would make it easier to remember details later. The pupils were so attentive, and we had several interesting discussions along the process. [The teacher’s e-mail
to the researcher]

In the classroom with 6th graders, they had worked with the project on Nordic mytho
logy and the Vikings for several weeks. The teacher writes about the triarama scenes:
Narrative vignette 2
Then I altered the idea to a classroom task, and let the pupils choose elements from what
they had learnt about the Viking age and create their own 3D scene. They all used A3
size paper and had to fold, cut, draw, colour and choose suitable materials. They chose
themselves what scenery they wanted to produce but were seated in groups of four so that
they could discuss relevant issues and share ideas throughout the process. The following
themes were elaborated: A mother and wife by the fire waiting for her man to come back;
a wife taking care of children and sheep; a Viking boy training with bow and arrow to hit
a target; children playing at the waterside; a grown up waiting leaving with his weapons;
and finally a Viking saying farewell (The two last triaramas can be seen in figure 2). In
addition to creating the triaramas, the pupils were also given a writing task describing the
different elements of their personal triarama (Narrative vignette 3 is an example connected to the triarama in images 2–3). These texts were implemented in an exhibition
made in the classroom later, and some pupils were also chosen to present their texts and
scenes on a weekly gathering with the rest of the school. I just wanted to thank you for the
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Img. 2–4:
Viking life projected onto triarama scenes.
Image 4 depicts a farewell scene.

idea and tell about how I developed it to my own project with the pupils. [E-mail from
the teacher to the researcher]

Triarama scenes with Viking life motifs are shown in Figure 4. One pupil’s narrative
about the triarama on the left (and a detail in the middle) is Narrative vignette 3.
Narrative vignette 3
This is my triarama, it shows a little of the life of the Vikings (This triarama is in the images 2–3, and a detail of it in the middle of image 4). The Vikings were often at war; they
trained a lot to shoot with bow and arrow and to throw axes. As an example, you see a
man with a bow and arrow. Behind that man is another man with an axe. He produces
weapons and tools. The Vikings used helmets, though we do not know for sure. I think so,
because they were in war a lot.
To the right I have made some fish and berries (Detail in image 3). That is some of the
food they ate. The Vikings made fire in order to prepare the food. Above the food you see
a big snake called the Midgard snake; many Vikings were afraid of that. The Vikings also
believed in gods, for instance Thor. They believed he was the god of thunder; he was the
second most important god. The most important god was Odin: he is the father of Thor.
[Narrative written by pupil in grade six, my translation from Norwegian]

Diffraction: A juxtaposition of the life circumstances of the Vikings and us today can
create surprisingly many similarities with our time, but also some significant differenc-
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es. Due to big volcano eruptions around the year 536 there was no sun visible for two
years, because of the layer of ash. One third (approximately) of the population in Scandinavia died from hunger, because of failing harvests. Many places became empty and
people left to find new places to live. The religion of the Vikings was gradually forced to
give way to the Christian religion, when many Vikings became integrated in France or
England.4 These are possible themes for reflection during the work process.
The idea with triarama can of course be applied in different contexts with adult
students/teachers, as in examples 2 and 3.
Example 2: Triaramas in the Workshop Incomers
Example 2 is from a workshop I gave at a conference in 2018, with Turkish teachers as
participants. The theme of the conference was Incomers. We explored a refugee theme
based on the key question: How do refugees survive and maintain hope? The participating teachers worked in groups of five and created triarama scenes of (1) the escape
(image 5), (2) the closed borders (image 6), (3) life in the refugee camp (image 7), and
(4) the hope for another life with reunion with the family (image 8).

Img. 5–8:

4

Four examples of triarama scenes about being a refugee.

On Viaplay the documentary The last journey of the Vikings (Vikingarnas sista resa)
shows the historical events.
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Narrative vignette 4
I had this 6 hours’ workshop at a conference in Turkey. The theme Incomers was sensitive,
and challenging. Some of the teachers in my group had experience from working in camps,
and the amount of refugee camps in Turkey was at that time over 30. I decided to make the
workshop a combination of participatory art, Storyline and process drama. I was seeking
ways to handle the theme with respect and empathy, feeling that I knew much less than the
teachers encountering the situation closely with so many incomers. In a way, I felt that I
had to ‘diffract’ in the process, trying to find different performative entrances to explore the
theme. I think that I contributed with some safe frames to open for depth in the learning
process, and I was absolutely a learner alongside the teachers. I worked with a translator;
hence, the different art expressions were necessary as ways of connecting to the teachers.
They made the triaramas, and afterwards they picked out one moment from a scene that
they embodied in a dramatic sequence. I especially remember the escape route created,
the making of food in the camp, the glimpse of hope, and the possible reunion with family.
The affects from these embodiments will remain long in my memory [Researcher diary
memory]
Diffraction: Narrative vignette 4 catches several diffractive moments in the process of
the workshop. The triaramas together turned out as a story about existential questions,
fear and insecurity of the families facing this situation. If one considers the materiality
of the triarama, it surely allowed for different solutions, but all part of the same story:
the participating teachers’ ideas regarding how it feels to be a refugee. The teachers’
thoughts were articulated about what might bring hope in that situation, what desires
the situation arouses, as well as what fears and what frustrations. The significant moment each group chose exposed more of the diffractions regarding the experiences
of the participants. The simplicity of the material triarama forced the participants to
downsize the complexity to one significant scene in each triarama. As each group had
five participants, the collaborative exploration of their aspect of the common theme
was given space.
Example 3: Space as Dramaturgical Entrance
The third example (images 9–10) is from a dramaturgy session in autumn 2019, where
my masters students (in Norway, but with some students from other countries) in a
dramaturgy subject elaborated space as a dramaturgical entrance to the theme: ‘My
favourite place’ and ‘My dream classroom’.
Image 9 reveals a dream place out in nature. One of the dream places had a nature
motif and a bed in the midst of nature. The dream classroom pictured in image 10 to
the right has a sun (like in the dream place), and green plants, and one big table for all
pupils.
Diffraction: The space between ‘My dream place’ and ‘My dream classroom’ is a
learning space. The in-between space, for instance, exposes the distance between a
personal dream and a teacher’s dream for the professional space. Seeing the whole sequence of different spaces materialised in the triaramas produced by the students, and
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Img. 9–10:

Masters students’ triarama scenes with ‘My favourite place’ and ‘My dream
classroom’.

hearing the stories about these spaces, could make the learning experience layered. The
juxtaposition of triaramas showed how unique every person’s desire is, but also some
common ideas.
Task 2: Painting of Wings: What Would You Do If You Could Fly?
The idea of painting wings can be found in different places, but I have borrowed the
idea with permission from the visual artist teacher and researcher, Hanna Kaihovirta
(2018). I have used the painting of wings as an entrance to imagined space, asking the
key question what would you do if you could fly? Example 4 shows two wings co-created by groups with three members in each (images 11–12).
Example 4: Flying gives a sense of freedom

Img. 11–12:

Paintings of wings with different ideas realized.

Students and educators (autumn 2019 and winter 2020) in different higher education
contexts painted wings in groups of three students, and the size of the wings had to
be as broad as the reach of the person’s outstretched arms. My concrete starting point
for further elaboration in these workshops was the, earlier mentioned, first article of
the Universal Declaration of Human Rights. Flying then is a metaphor for a sense of
freedom.
The wings painted all looked quite different, and the participants were asked to take
selfies with wings. Two examples are shown in images 13–14.
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Furthermore, each person, when standing in the image with wings was asked to tell
about where to fly to if she or he could fly.
Example 5: Participatory Art Encounter with Moments of Upheaval of Gravity

Img. 13–14:

Masculine and feminine strength exposed in selfies with wings.

The embodiment of the imagined space created by the wings was followed up by efforts to jump (overturning gravity), and to form groups with movements in slow motion such as, for instance, cranes flying from the Nordic countries to other parts of the
world. This task is surely open for further development in some Storyline project.
Narrative vignette 5
The painting of wings is a participatory art encounter. I have until now designed workshops with painting of wings in three different contexts. As a teacher I have had the wish
to reach that point where the exploration of wings, selfies, gravity, and desires lead to what
Helguera writes about in Socially engaged art: not only to know the artwork but to understand more of the world. When the students evaluated the task, some of them said that I
definitely brought them out of their comfort zone with this task. But when they responded
to the challenge, they started loving the way we worked, and some asked why did I not
know about this earlier? And that they can learn this way. Many of the students wanted to
use their imagined wings to fly back home, some to fly to a warm place, but some also to
fly to places where they could be helping other people. These desires might touch upon an
aspect of deep education. [Teacher-researcher diary memory]
Diffractions: The challenges in this task are connected to the processes of choosing the
type of wings, to collaborating on the production of wings, the choice of attitude when
the selfie with wings was taken, and the challenge connected to using slow motion in
flying, and using core movements of the torso and shoulders (not only the periphery of
your body with your hands and arms) to fly like a crane formation, to try to get all to
fly in the V formation, to experience the lightness, joy and freedom when two persons
are lifting a third high up in the air. These elements of exploration did not resemble
the earlier higher education exploration of gravity, and the theme and working forms
became an affective bodily learning process.
I have now described the empirical material as two tasks, and I have presented five
visual examples (images) of the tasks elaborated by groups of participants in projects.
The commentary has as its backdrop the idea of reading these tasks through the fea-
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tures of aesthetic educational design. In this reading I take inspiration from the concept
of diffraction. My focus in the analysis will be on identifying aspects that could become
performative agents and what they might produce, with special attention on the diffractive patterns which are enabled to emerge through the features of aesthetic educational
design. Sava’s description of an artistic learning process will contribute with the concept of transformation, which can connect with different performative agents, namely
in what the performative agents produce. The analysis is also in dialogue with Tochon’s
notion of mindset and action.

An Argumentation for Deep Learning through Storyline
The tasks I have chosen are two examples of aesthetic approaches to learning, and they
can be transformed in different directions, depending on the key question or the problem the teacher wants the students to inquire into. All seven features are not elaborated
in each task, even if it is possible to direct the focus in the way the teacher wants. However, the first feature, the aesthetic approach, is at work in both tasks described, as part
of the choices and transformations.
Each feature carries certain potentials for becoming active as agents, contributing to
the depth and meaningfulness of the learning process producing knowledge. The first
obvious thing I notice is that the features of aesthetic educational design are already
connected to the tasks, or straightforwardly entangled, because I have chosen tasks that
build upon the ideas presented in the aesthetic educational design. I tentatively mention two agents that might contribute to the resulting diffractive patterns: intra-action
and materiality. The diffractions in this context are the different processes and solutions
the tasks call for.
Possible Intra-Action as Agent
The two tasks can be realised in different ways, and the entanglement of matter and
meaning can be promoted through the intra-actions between the different participants
inquiring into the tasks and contributing with their ideas, creativity and experiences to
making the narratives connected to honouring the past and developing wisdom for the
future (feature 5) – in the triarama scene, as well as in the painting of the wings. The
dramaturgical aspects (feature 7) might contribute with both friction and surprising
solutions (feature 4). The teacher’s relational (feature 5) and structuring (feature 1 and 7)
work is a strong performative agent influencing and intra-acting with the energy of the
students, as well as with the materiality of the chosen task. In the two tasks described
above, the teacher’s relational work is decisive for the engagement and resilience of the
students. The teacher’s relational work contributes with artistic focus, suitable material
(feature 3), encouragement (feature 5) and a community spirit (feature 6), for instance
in the painting of wings.
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Fig. 3:

A ‘translation’ of the diffractive analysis principle with different transformations,
learning processes and outcomes. (Idea A.L. Østern; design Stølsdokken Østern)

The Materiality of the Tasks as Agent
The materiality of the craft or the art form of each task makes the inquiry diffract in
different directions, making new understanding emerge. When a three-dimensional
triarama scene is formed, it invites artful inquiry regarding the theme in question. Examples one, two and three expose the multimodality (feature 3) of the task, both in
choosing the elements to use to build the scenery, and the narrative connected to the
scenery. One option could also be to let the scenery come alive, or a particular perspective could be chosen. Conflicting feelings can be embodied (feature 2) in the triarama
scene. The paint and form of the wings are negotiated and realised by the participants,
loaded with affects, and the selfies and the imagined flights can diffract in different directions, promoting more, or less, depth. The task makes the participants connect both
with each other and a larger community (feature 5). The space, time and materiality intra-act, co-constituting the learning process as event. In the tasks I have now identified
the importance of the teacher’s relational work, and of materiality. In figure 9, I have
‘translated’ the analysis to a model using diffraction as a methodology. This model can
be a result of reading with theory. It visualises how the tasks are challenged by the aesthetic educational design, leading to performative inquiry (the horizontal waves), with
choices emanating in transformations of different kinds that form diffractive patterns.
The diffractions are different for every group’s processes and solutions.
Each of the tasks can be connected at least to materiality and relation, and it is also
possible to identify some features of aesthetic educational design in each one of the
tasks. The embodied learning (feature 2) can also be considered in each task. Even if
you produce a three-dimensional triarama, or paint wings, or tell a story about escape,
the tasks invite bodily learning, because they can connect to the students’ life experiences, which encourages affects to be sensed.
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Ethical Considerations and Second Thoughts
I feel that my language is stuttering, vibrating with potential meaning, as I am producing a piece of research on how the artistry of the teacher in intra-action with the
participants and materiality might enhance Storyline pedagogy for the next generation,
contributing to deep learning. When addressing the potential for deep learning, I connect to the artistry of the teacher, and this is a central point in this text. It is no easy
fix to develop artistry as a teacher. It demands courage and strength to make yourself
competent in some art form, in order to be able to apply an aesthetic educational design. The teacher will need to learn a new professional attitude towards what it takes to
inspire students to explore in aesthetic and artistic ways. It might lead to a transformative learning process for the teacher as well: in recognising that planning and tasks can
be performed with new habits of mind.

Depth in Teaching Studied through the Lenses of Aesthetic
Educational Design – But with No Safe Place for Doing this
It is possible to identify the sought-for depth in teaching Storyline with concepts from
the theory of aesthetic educational design, but there is no safe place for doing this. It
demands from the teacher daily planning, exploring, and the courage to introduce the
ways suggested in aesthetic educational design. The theory can support the students’
explorations in aesthetic and artistic ways. Tochon and Busciglio phrase it in terms of
striving to leave the world a better place than we find it in, for our future and the futures of our students (Tochon & Busciglio, 2017, back cover). I suggest that a developed
artistry of the teacher might be one aspect of enhancement of Storyline pedagogy in
the 21st century.
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