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Creative Processes in Art: Proceedings of the International Colloquium

Common Creative Potentialities 
in Art and Pedagogy

Birgit Engel
Kunstakademie Münster

What happens when “subject” and “object” are pasted on the wall 
together, when “identity” is thrown out of the window, when the script is 
written in reverse and when “remembrance” is carried on the back of a 
young woman? 

I will begin with a brief characterisation of the relationship 
between art and pedagogy in the context of didactic developments 
within education and art, making reference to some results from 
empirical studies. Afterwards, on the basis of some theoretical 
presumptions and of a case study carried out against the backdrop 

of a phenomenologically and aesthetic-hermeneutically-oriented 
research focus, I will describe several lines of interpretation regarding 
the question of which sensory-bodily-based moments of experience 
in institutional educational situations play a key role with regard to a 
creative development of this practice and reflect in particular on their 
relevance concerning the current challenges in (art) teacher education.

The discourse

The discourses and reforms in art education during the last 
decades have also developed further the discussion on the relationship 
between art and pedagogy. In Germany, the strained relationship 
between both disciplines and discourses was at its most controversial 
in the ‘90s. In 1995, Ehmer joined his colleague Selle in criticising the 
conditions of learning in schools as follows: 

Although twenty-five years ago, it was the curricular content 
that should be switched or changed …, today, the discussion 
focuses on whether school, indeed, whether education can 
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benefit in any way from a responsibility with regard to art 
experience – and therein lies its radical nature. In this highly 
fundamental doubt, Selle is in agreement with very serious 
statements on the part of educational science in general, but 
also from the field of aesthetics … In order to save art for 
each individual experience (or vice versa), the mediating 
institutions and their endeavours must be made available. 
… After all, the cultural institution of the school is not only 
involved in the transformational process of art in culture, but 
also in the loss of experience of the subjects. (Ehmer 1995, 15, 
see Engel 2011, 39ff)

Meanwhile efforts undertaken in the science of art didactics 
and art teacher education have resulted in the development of a large 
number of experimental methods and new forms of mediation, which 
are intended to be connected with the contemporary understanding of 
the experience of art in general (Kämpf-Janssen 2004, Buschkühle 2007, 
Maset 2005). In spite of this development, it is not yet possible to connect 
the experience of art with educational discourse nor with educational 
practice in general. This is especially remarkable if one considers that 
the theories of Schiller, Dewey and Winnicott, to name but a few, have 
made clear to us for some time, namely, that aesthetic and creative 
experiences are highly relevant with regard to a “self-development with 
democratic implications” of the subject.

In contrast, the recently development of the educational practice 
has moved further away from the goal to cultivate a vital learning 
experience within educational practice in schools in general. Cochran-
Smith and Lytle characterize the current educational situation as 
follows: “It is assumed that policy drives reform and the schools are 
controlled to a great extent by test-based accountability regimes. At the 
same time, it is now considered self-evident that the primary purpose of 
education is to produce the nation’s work-force and preserve its place in 
the competitive global market.” (Cochran-Smith, Lytle, 2009, p. VII). The 
response to the resultant problems consists of the development of an 
increasing number of new formalistic methods, which promise to assure 
the intended outcome.

While some decades ago, the incompatibilities between art 
and pedagogy were more based on the contrast between “freedom 
of creativity” in the arts and the “normativity of pedagogical issues”, 
nowadays, neo-liberal tendencies and strategies enforcing the outcome 
of the educational systems are dissolving the resistance of individuals to 
an increasing extent by bringing about a more complete methodological 
formalisation accompanied by a negation of their sensory and emotional 
perceptions. 

One of the demanding tasks teachers face is the organisation of 
lessons of limited duration involving a large group of pupils, in which 
learning processes are to take place. Pupils are generally oriented 
towards a desire to try to fulfil the expectations of the teacher, rather 
than towards the topic itself. So the responsibility for the learning 
processes is borne by the teachers and not by the pupils themselves. 
As a result, the pedagogical and didactical support of (self-) positioning, 
the creative crisis of self-development does not occur. Helsper, one of 
the most important school researchers in Germany, has summarised the 
results of the main qualitative empirical studies carried out in German 
classroom situations. (cf. Helsper 2011) These studies confirm this kind 
of shortfall concerning the quality of the learning processes. In addition, 
they have highlighted patterns of monotonous routines, perpetuated 
by pupil doing their jobs (cf. Breidenstein 2006, Helsper 2011, 159ff). 
As a consequence, Helsper refers to a growing need for higher levels 
of teacher proficiency. He emphasises the need for an open disposition 
with regard to uncovering and handling unexpected situations, which 
are not aligned with the well-known standards in classroom education. 
Together with Combe, and in alignment with the theories proposed by 
Buck and Dewey, he characterises the ability to deal with crises and 
with the irritation caused by established routines as a central aspect of 
professionalism, which is to be understood as a capacity that must be 
developed by each learning teacher (cf. Helsper 2011,159ff). 

Against this backdrop, I dare to posit an even more radical thesis. 
It can be assumed that the efforts made during past decades to gain more 
and more control over the output of the educational system has fallen 
short of achieving its intended goal. The focus on total scheduling and 
systematic control has caused educators to lose sight of those moments 
of the experience that is inspired by its indefinable, unforeseeable and 
unavailable nature.

Theoretical presumptions 

If we look at the recent challenges in school pedagogy and if we 
follow this thesis, we would have to imply that the question of how we deal 
with the unavailable in pedagogical contexts plays an important role linked 
to the quality of the mediating processes. Pazzini, Sabisch and Tyradellis 
currently define real interaction with the unavailable as a consequence that 
itself is connected with the phenomena of otherness and foreignness.

Common Creative Potentialities in Art and PedagogyBirgit Engel
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The presumed autonomy of the self, which still is invoked up 
in pedagogical contexts, fails to understand the dimensions of 
the unavailable in understanding the experience of otherness 
as an acquisition, thereby depriving both the arts and 
education of their own foreignness (otherness). This is why 
the unavailable is both an annoyance and a catalyst in every 
pedagogical and mediatory exercise. It occurs at the centre 
of processes we presume to be well-known and available, it 
blows open the customary framework and liberates affective 
powers: it affects, touches, motivates us, just as it also 
overstrains us, drags us out of our contexts, forces us back. 
The unavailable describes a border of communication and of 
secure transmission, it describes a phenomenon which resists 
instrumentality. Thus, it acts as an agent of the difference 
between knowing and not knowing, which is a precondition for 
authority and hierarchy. The fear caused by the unavailable, 
since it cannot be understood, brings about delegation and 
subordination, violence and simple-mindedness, but it can 
also cause aspiration, curiosity and responsibility. (Pazzini, 
Sabisch, Tyradelli 2013, 7)

Art and cultural education, which are normally only of marginal 
importance in school curricula, thus are seen to have a growing 
importance in responding the neo-liberal impacts of the last years.

With this in mind, also the theory and the term of enigmaticalness 
that Adorno put forward in his Aesthetic Theory regains its significance 
for our own times (cf. Böhme & Engel, 2012). In his Aesthetic Theory, 
Adorno characterises both the production and reception of art as modes 
of art experience in its enigmatic nature, which cannot be reached by 
discursive rationalisation, but which leave a trail, hidden within an 
enigma. He writes: “The zone of indeterminacy between the unreachable 
and what has been realized constitutes their enigma. They have truth 
content and they do not have it.” (Adorno 2011/1977, 169) The possibility 
of approaching to this truth as an orientation is only possible within 
the context of mimesis, which follows a trace of memory. “The trace 
of memory in mimesis, which every artwork seeks, is simultaneously 
always the anticipation of a condition beyond the diremption of the 
individual and the collective.” (Ibid. 173) Thus, the challenge to cultivate 
a lore of practice handling with the enigmatic character of art can be 
understood connected very closely with mimetic movements. Also in 
the field of pedagogical anthropology, sensual-bodily relations beyond 
language and as a part of language meanwhile are recognised. Wulf and 
Gebauer have worked out that also learning and education (Bildung) 
are influenced profoundly by mimetically processes following more a 
performative and a situational understanding. They characterise the 
two sides to human mimetic capacities as follows: 

On the one hand, they open up an entrée to the world and 
to Others. They fulfill the preconditions of understanding 
and allow for a partial overcoming of the subject-object split. 
Without mimesis, understanding fails and experience is 
impossible. Through mimesis the world is “translated” into 
images, put at our disposal in the form of memory and ideas. 
It produces similarities between nature, society and human 
being, between adults and children, between inner and outer. 
On the other hand, mimesis can lead to a collapse into nature 
and to an assimilation to an ossified environment; it can 
occasion subordination, alienation, even the dissolution of the 
self. (Wulf/Gebauer 1995, 267) 

Hence the term of Mimesis is expanded from the traditional 
understanding of art practice to encompass cultural and anthropological 
founded practices of cultural practice and of everyday life. Especially the 
teaching and learning practice in schools, which is framed in time and 
place, is related to experiences of the human body. On this assumption 
the cultivation of a presence and awareness of the senses (cf. zur Lippe 
2000) can include the mimetical specifics of teaching and learning 
practice and preconditioning the possibility to understand educational 
and learning processes. Nevertheless, the term also is grounded in the 
reflection of artistic practice and so traditionally still marks a central 
aspect of aesthetic theories. To understand “Mimesis” as both, a scientific 
term and a special orientation of cultivating teaching and learning 
practice has to be reflected further in its kind of position, in particular in 
recent artistic teacher education. Wulf /Gebauer write:

Mimesis is not concerned with boundaries drawn between art, 
science and life… Mimesis processes are not unequivocal; they 
are better understood as ambivalent… Mimesis resists a clear-
cut split between subject and object; it resists any unequivocal 
distinction between what is and what should be. While it does 
indeed contain rational elements, they themselves evade 
instrumental interventions in and approaches to the world via 
mimetic processes. Mimesis makes it possible for individuals 
to step out of themselves, to draw the outer world into their 
inner world, and to lend expression to their interiority. It 
produces an otherwise unattainable proximity to objects and 
is thus a necessary condition of understanding. (Ibid. 2-3)

Does nowadays the term of Mimesis promises a potential to link 
the areas of art and education not only in a theoretical manner but 
also through contributing to a deeper understanding of the practical 
processes of learning and mediation both in schools and in the education 
of teachers?

Common Creative Potentialities in Art and PedagogyBirgit Engel
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The case as part of a research project

The following reflections are part of an ongoing research project 
concerning the process of professionalization of art teachers at the 
Academy of Fine Arts in Muenster. The title of the project is: “Potential 
Spaces of Passage – Places and Practices of Transfer from Academic 
Art Education to Didactic Teaching at School”.1 The research combines 
practitioner research and basic research orientations. One of the central 
assumptions of this research is that academic art education can cultivate 
dispositions and stances within artistic processes, which can also be 
relevant for professional didactical and pedagogical orientations. The 
research project focuses on three fields, exploring several selected 
cases. The field of art study itself, the field of didactical mediation and 
the field of the passages of transfer, when students engage in their first 
practical experiences in their intended professions. The following case 
is part of the second field, in which experimental practices of mediation 
are to be sampled. The mediating situations are accompanied by 
different research methods and media, which differ from the context of 
the situation. 

The artistic studies at an academy of fine arts have developed 
as part of an extended tradition. The efforts and achievements of the 
art students depend primarily on their own engagement, their own 
decisions and self-initiated processes. The relationship with the art 
teacher and the nature of the “colloquiums” in the classes are also 
founded on these assumptions. Therefore, art studies involve a very high 
degree of freedom, which is linked with a high degree of responsibility 
and self-reflection. A significant difference becomes apparent when 
these students have to switch to an institutional school teaching 
method, which is characterised by a very diverse learning culture, as 
I have just described briefly. Hence, we try to support a fundamental 
capacity of transfer in art didactics, which is also open to new ideas 
from the students in order to bring vital experiences into teaching and 
learning situations. On the basis of this assumption we ask students to 
make a special kind of contribution during the didactical seminars; they 
are also expected to apply their artistic creativity and disposition for the 
mediation of the scientific content. Thus, they are already required to 
bring together content, methods and didactical reflections during their 
studies. The ideas and the concepts are developed in advance together 
in consultation with the students.

1  I am working on this project together with my scientific assistant Katja Böhme. 

In the following section, some chosen results of the current 
research project will be presented.  I will reflect on a small number of 
central moments from one such experiment-oriented seminar. This 
case has been selected because the process can be characterised as 
something that lies between an experience of art and the institutional 
framing of a seminar situation. The research focuses in particular on the 
constitution of learning and mediating processes, which provides both 
space and time to cater for unforeseen developments and experiences. 
We are especially interested in the indeterminate, unavailable and 
fleeting moments that occur within the interrelationship among the 
persons and between them, the objects and the subject matter. How can 
the new and unforeseen develop in these situations? Are there traces 
of a deeper logic or structure, which could be relevant for educational 
practice in general? Do they leave a trace that forms part of a deeper 
experience? With our research methods, we are attempting to connect 
the methods of qualitative empirical research with a phenomenological 
and aesthetic-hermeneutical orientation, trying to include a view on 
the unexpected and enigmatic moments and movements. One of the 
central acknowledgments in phenomenologically-based research is the 
relevance of bodily origins and the connectedness of experiences and 
insights (Meyer-Drawe 2008 et al.). Also from this angle, the case holds 
a certain degree of interest. Consequently, learning experiences as a 
biographically relevant formation (Bildung) must also be regarded as 
ruled by its non-verbalised aspects. Therefore, the result of educational 
practice has to be understood less as a product of an intentional effort 
and more as part of a responsive development (Waldenfels 1994/2002, 
Meyer-Drawe 2000, 154, 155) with its own logic, in which the teacher 
or seminar leader him- or herself is involved. Thus, the focus here is 
on an interpretation of the meaning of teaching and learning situations, 
which also includes the perception of the body (Merleau-Ponty 1966), 
its postures and gestures and the constantly material-bodily reference 
to the place and to objects, or subject matters. 

The educational subject acts and responds from that which 
occurs, from encounters with others and objects. “Thus, 
a particular way of ‘being in the world’ is constituted and 
manifests itself in this regard, which focuses the creative 
processes of configuring and reconfiguring in which takes place 
the generation of meanings depending on alterations… caused 
by action”. (cf. Fischer-Lichte 1988, 22) (Westphal 2004, 14)

In the following section, I will analyse and reflect on elements 
of an experimental seminar, which was prepared and run by three 
female art students. This seminar situation has been chosen because the 

Common Creative Potentialities in Art and PedagogyBirgit Engel
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situation and the processes were characterized by the transformation 
from a kind of all-consuming everyday routine to a vital, reflexive and 
creative dynamic. The result was a much closer involvement of the 
participants, who oriented themselves towards the common situation 
and also towards the theoretical subject. 

I myself was a participating member during the lesson, but was 
separate to the students in two respects: as the chair of the seminar and as 
an observing researcher. This has a certain level of significance with regard 
to examining and trying to reconstruct the inner logic of the development.

Method(olog)ical presumptions and decisions 

The lesson, which will be presented was documented both on 
film and through narrative texts written by the students involved. The 
following analytic and interpretive reflections should still be understood 
as an interim finding. 

The paradigm of a fundamental responsiveness based on a 
bodily founded intersubjectivity (cf. Waldenfels 1994), and the central 
importance which is given to the term of Mimesis corresponds with the 
decision to base the research on a narrative cultural paradigm, based on 
the theory postulated by Paul Ricouer (2007). 

Following the work of Ricoeur, Norbert Meuter sees a significant 
fundamental concept of current cultural science in narrative. For the 
education of narrative, mental, bodily and spiritual structures, Ricoeur 
refers to a central meaning of the mimetic on three different levels of 
time and action. He uses the term “mimesis II” to refer to the composition 
of an explicit story as a 

...creative achievement, which produces a new, independent 
perspective on reality. However, this term indicates the 
existence of a predecessor, i.e. something that predated this 
composition ... This indication (mimesis I) is aimed at action 
in daily life –and this is already organised spontaneously into 
various approaches through narrative. Due to its symbolic 
and temporal aspects, action in daily life has a pre-narrative 
structure. On the other hand, the actual goal of the explicit story 
can only be found in its absorption by a recipient (mimesis III). 
... These three forms of mimesis combine to form the temporal 
unit of a circular, yet constantly developing cultural processes: 
through its reception, the explicit narrative configuration re-
enters the world of the experiencing, acting recipients and can 
continue and stabilise, but also vary the structures established 
prenarratively ... (Meuter 2004, 143, Engel 2010, 188) 

The reasons for selecting both methods are clear against this backdrop.

Video as research medium

The filming view and position should be understood as an integral 
part of the situation. In my joint capacity as an academic teacher and a 
researcher, I was not observing the process from a fixed and immovable 
distance, but instead began changing positions and perspectives in a 
mimetically based relationship and, through this responsiveness, became 
part of the development of the situation. Some of the movements and 
gestures of the students – seen in the film – also can be interpreted as an 
answer in the context of this interrelationship.

The scenes and movements seen in the 90 minutes of film have 
a double relevance: Firstly, I perceive them as a medially translated 
record of my perception within the narrative logic of action during the 
lesson in a mimetic responsiveness in reference to a narrative cultural 
paradigm (Engel 2004/2011). Following the traces of this perception, 
some transformations of the relationship between me, and the others 
and between the students and the subject-matter of the lesson can be 
reconstructed. I suppose that the material of the film, and the chosen 
passages and frames not only give us some information in both, form 
and content about that, which came to pass, but also about the kind of 
perception involved in being part of the situation as a filmmaker (in this 
case myself). It is this merit of performativity belonging to the medium 
that is of particular interest for the research, based on the presumption 
that mediating processes develop in a logic of mimetical response. When 
we look at the film and the selected frames, not only do we see aspects 
of the “acting persons, things and spatial constellations”, but we also 
perceive a medial determined trace of the configuration of a certain 
perception inside this constellation. 

Sybille Krämer has developed a research paradigm, which she 
characterizes as a “looking for traces” (Spurenlese), as a researching 
movement between simultaneously knowing and not being able to know. 
She specifies a break concerning the reference to time (Zeitenbruch), 
as one of the most important attributes of a trace. “The trace indicates 
something, which is already irreversibly gone, during the moment of 
‘reading the trace’… At least two time regimes intersect within the 
trace. This intersection not only concerns the relationship between 
past and present, but also between present and future.” (Krämer 2007, 
17) Also on the basis of these assumptions of Krämer, Manuel Zahn has 
deduced that the visible narrative of a film is fundamentally based on a 
double structure. That which is perceived and the perception itself are 
interlocked within the moving screenshot; it shows a tenuous entity of 
the visible and the process of its configuration. “Every kind of cinematic 
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the seminar from memory, in the form of a written image or a narrative 
(cf. Engel 2004/2011, 166ff). In looking back on the experience of the 
situation, they had to select certain moments, which had left a trace that 
had lasted beyond the duration of a week. During this retrospection, 
certain feelings or images might emerge and what occurs during this 
process is not of an arbitrary character. Furthermore, the act of choosing 
between more or less important moments which are remembered 
should not be seen primarily as a result of an intentional effort but 
rather, to a greater extent, as an occurrence. This is connected with 
the constellation of a narrative logic, which develops over time. Both, 
clear memories or fleeting details, such as a smell, an atmosphere or a 
certain noise, can occur within the silent space of recollection. This logic 
includes both breaks and unavailable moments, but it can be supposed 
that the memories selected are of a certain relevance and form part of the 
process of belonging an experience of a certain value. Gadamer confirms, 
that, based on the fact that certain perceptions remain in the memory, 
a motive is constituted that a general knowledge can develop out of the 
singular. (Gadamer 1965, 334; Engel 2004/2011, 83) The principles and 
preconceptions concerning these images of remembrance are further 
discussed in “Spürbare Bildung”, referring to Gadamer’s philosophical 
hermeneutics. (Cf. Engel 2004/2011, 166ff.) In the following, one 
of the memories recounted will be combined with the analysis of the 
screen shots selected in order to complement a view from the internal 
experience of a student and for a better understanding of some central 
steps and stages in the development of the situation in the whole. 

The situation

In two earlier lessons, the central focus of the seminar was on 
Adorno’s term of the enigmatic nature (Rätselcharakter) of art, which was 
examined within the seminar in terms of its relevance for art-didactical 
actions and reflections. Three female art students had prepared the 
seminar situation. In addition, the students were asked to reflect on some 
central terms from a lecture based on a text by Sven Stein (cf. Stein, 2008) 
and to select one sentence based on their own interest. 

Throughout the whole of this situation, the process was one 
of transformation, moving from a large number of diverse points of 
view and expectations in the beginning towards vital and challenging 
communication. This transition developed from a fundamental irritation 
over an empty space to an attentiveness towards each individual’s 
perception and physical feeling, and then led to a situation of lively 

presentation or narration is based on this structure of the film image, 
which can be described as an interlocking of a semiotic representation 
and an esthetical performativity.” (Zahn 2012, 159) In our research, 
this inseparable configuration is not to be seen as an epistemological 
“problem”, to be considered, but can rather be seen as a highly interesting 
precondition concerning an empirical approach by visual media to the 
configuration of vital experiences within mediating processes.

I will reflect on aspects of the empirical situation through analysing 
a selection of screenshots, chosen to highlight a small number of central 
moments of three analytically distinguished sequences of the seminar 
(cf. Bohnsack 2009, 177ff). On one hand, the analysis of the selected 
screenshots is based on the interpretation of visual screenshots (cf. 
Bohnsack 2001, 88, 89). On the other hand, the development, taking place 
between the chosen screenshots will be described by means of a narrative 
depiction, complemented with references to the particular screenshots of 
the film sequences. This narrative form will appear in italics to distinguish 
it from the other text. Furthermore the analysis will include some 
screenshots, which consist a couple of frames/screenshots, allowing 
for an overview of several special developments during a chosen and 
comparable time sequence in comparison and further more observations. 
Consequently, a second kind of relevance results from the medium and 
the materiality of the digital film itself. The film and the selected frames 
also can guide us to a new viewpoint related to the alterity and materiality 
of the medium itself. A single frame/screenshot (selected by the cutting 
program of I-movie) takes about 25 frames/screenshots per second. 
Thus, the film material itself can illustrate something that otherwise is 
not perceivable. Thus, there results a possibility to use a structure, which 
highlights the movements and changes over a certain period of time. I 
suppose that looking at them also independently of a logic of signification 
and representation can bring us closer to the quality of the experiences in 
the seminar. The students, their behaviour and experiences shall not be 
classified into types. In contrast to Bohnsacks sociological presumptions, 
we are interested to learn more about the inner logic of the mediating 
processes concerning the interrelationships between the interpersonal 
and topical processes connected with time and space.

Images of memory

As an additional approach to enhance the quality of the process, 
written narratives from the students were also included. Approximately 
one week later, we asked them to write about their experiences during 
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In screenshot 1 we can see an almost empty room, viewed from a 
slightly raised perspective and as a long shot. A student dressed in black 
arrives, looking ahead and to the left, where one of the three performers 
can be seen, but his look is not returned. The female performer, seen on 
the left, is sitting in a cross-legged position, dressed in black and looking 
down at the ground. There is a strong contrast between the big white 
wall and the black floor, which take up a very large part of the picture. 
We can see the arriving student walking upright along a big white wall 
at a close distance. The probable direction of his movement differs from 
the direction of his view. His steps are oriented towards the left corner 
of the room. He still seems to be moving along a border, or in an interim 
space between being inside and outside of the room and of the situation, 
searching for place in which to position himself. 

No definition of the overall situation was offered. The next student 
to arrive commented on the situation in the following words: “I don’t like 
this.” When the three performers got up slowly, the others did not follow. 
Some others waited for the performance to continue as a presentation, but 
nothing happened and time passed by very slowly.

In screenshot 2, a large section of the group is seen positioned 
together in a circle. The three performers are standing upright side by side 
in front of the windows and opposite the camera. Most of the students are 
looking at the performers, as though waiting for the next movement or 
for advice. This situation seems to be characterized by an indifference or 
incertitude concerning the meaning of the situation and the process that 
will follow. 

communication on the topic. The nature of the situation as a whole 
thereby shifted from an organised scenario to a kind of creative and 
unforeseeable progression. 

In the following section, I will analyse some selected moments from 
the seminar which subsequently proved significant, either in connection 
with the central steps of the developing process or the deeper quality of 
action and interaction. Three sequences have been chosen as relevant 
during the analysis of the film material. Based on these sequences, 
several screenshots (Fotogramm, cf. Bohnsack 2009, 151) have been 
selected to provide further description and allow for more describing 
and analytical reflections. In addition, some screenshots from a chosen 
timeframe – consisting of several successive frames - will be compared 
shortly, belonging the structure. To convey and to reflect the internal 
logic of the developing process in its conjunction, the development, 
seen on the film, taking place between the chosen screenshots will be 
described in italic. 

Beginning in an empty space
Irritation and breaks as challenge

The seminar took place in an empty room– the tables and chairs were 
removed beforehand. The arriving students meet three darkly-clothed 
individuals, sitting in a concentrated, open, circular non-interactive 
position. They don’t even look up when the students arrive and nobody 
explains how the process will continue.

Screenshot 1

Screenshot 2
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She subsequently got up again very slowly and soon afterwards, 
the first member of the student group got up, followed by two others and 
later some more. 

This stimulus can be revealed through reviewing the continuation 
of the memory I mentioned previously, while the student looks back to 
the development of the situation from inside. 

an empty space (1st continuation)

All of a sudden, they stand up successively. 
My body feels an approaching agitation. 
Observing this inner motion, I try to find out where it comes from, 
from where it's set off, what it feels like. 
Exciting. It's there. Just like that. 
I stand up as if I am forced to and start to perceive with my body. 
Following the impulses arising inside my body. 
Listening to them. 

This memory seems to describe exactly the same situation, 
when some members of the group were getting up from sitting on the 
floor, one after the other. Above, we read how, during the pause spent 
sitting and waiting, this student had come into contact with her own 
bodily perception. Now, she continues along her chosen path. We 

It seems to be this situation, which is described in further detail 
in an excerpt from one of the student accounts written one week later. 

An empty space

Irritation. - Puzzled faces. - What to do?  - Where to sit? - Waiting. 
Every sound becomes meaningful. Every movement. I want to 
move. There would be enough space. 
Only bodies. No bags, chairs, 
nothing else but our bodies.

In the memory of this student, we find a sentiment of irritation, 
“not knowing what to do or where to sit”, as well as the “puzzled faces” of 
the others. However, the irritation described is accompanied by another 
experience. In the title she has selected, she characterises the experience 
as an “empty space”. This space is not only symbolically empty – without 
instructions. The absence of the everyday objects, such as “bags and 
chairs”, also plays a role. Their absence indicates a further absence, 
losing the implicitness that the things convey when handled as part of 
an everyday practice. It indicates a loss of familiar orientation, objects 
that are usually present in everyday institutional practice. But this lack 
of “normal orientations” is not only an absence, but also draws our 
attention and attentiveness in another, new direction. It is attributed a 
particular importance, when the student writes: “Every sound becomes 
meaningful. …Nothing else but our bodies.” Hence, the “empty space” 
opened up the possibility of a new experience, in which the perception 
of the senses and the presence of the bodies came into play.

The further development of the situation confirms this emerging 
relevance of a change in perception towards the body and the senses in 
this first stage.

Mimetic impulses – The power of Mimesis

In screenshot 3 we find almost the same situation as in the picture 
before, with the difference that one of the performers, positioned in the 
middle, is sitting down on the floor again. At this moment, all the other 
students are observing this movement.

Screenshot 3
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can understand, that the student does not read the movement of the 
performer as a significant message to get up, but that her “body feels an 
approaching agitation” and that she remarks on “observing this inner 
motion”. So, the performer’s movement itself provided a certain kind 
of stimulus. This stimulus raises a question and her wish to understand 
allows her to follow the trace of the feeling when she asks “I try to find 
out where it comes from?”, “from what it’s set of?”.  At the same time, she 
tries to gain an awareness of its deeper quality in asking again “what it 
feels like?”. Thus, she seems to go mimetically inside these motions and 
emotions, trying to understand them from an aesthetic point of view, 
“listening to them”. “Listening” here seems to be a suitable term for an 
attempt to characterize an arising kind of (bodily) awareness. The fact 
that the memory image, written down one week later, is not written in 
past tense, but in present tense, also seems to be significant. The student 
describes the situation as if she is currently experiencing it in a very 
intensive manner. Note also the concentration of attentiveness she 
exhibits towards her own perceptions, which in fact already lie one week 
in the past. In view of the theory of Paul Ricoeur, we also can discover 
in this small text a central moment of a temporal experience, which 
takes place in a mimetical way as it configures a narrative story. While 
actualising the past during the process of mimesis II, the experience 
comes to life once more. Askin characterizes the process of Mimesis I as 
a quasi-narrative prefiguration: 

This structure can be qualified as prenarrative since, although 
being essentially heterogeneous, it is not entirely chaotic but 
lends itself to narrativization. … In short, the circular threefold 
mimesis consists of the quasi-narrative prefiguration of our 
heterogeneous life-world experiences, the properly narrative 
configuration of these experiences consisting in a synthesis of 
the heterogeneous providing an intelligible whole, and finally 
the refiguration of this synthesis in its actualization within 
our life-world experiences. (Askin 2009)

The force of this kind of mimetic stimulus within so called life-world 
experience can be observed even more clearly in the following process 
from the seminar, which can be observed in the film and the screenshots. 

Subsequently, more and more of the students came into play, 
though not without a very strong physical effort on the part of the female 
performers to stimulate them to participate. During the next part of the 
choreography, the performers moved quickly through the room, falling 
down loudly afterwards, causing irritating disruptions to the perception 
of the group. While some of the students still remained unmoving in their 
irritation, not finding a reason to follow, one of the performers continued 
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falling noisily back onto the floor, repeating the same movement again 
and again, so that the others experienced a very strong physical intensity. 
As a result, two other students got up from the floor and from one moment 
to another the repeated falling motion came to an end. 

The group of 108 frames in screenshot 4 shows (see page 489)
the movement during ca. four seconds. On the frames 81 to 88 one of 
the students stands up, being observed by her fellow-students vis-à-vis. 

A very soft movement followed, whereby the three performers spent 
a long while stroking their legs, as if to calm down the powerfulness of the 
previous action.

This prefigurating process recurs in the same memory image, 
when the student becomes aware of the bodily receiving force emitted 
by the mimetic stimulus. “I stand up as if I am forced to and start to 
perceive with my body”. It seems to open the perception towards new 
“impulses arising inside, listening to them”.

Boxes to be terms and terms to be objects
The impact of things

After a break, following which the room was plunged into darkness, 
the performers brought in a big cube of puzzle boxes, wrapped in blankets 
and a green net. 

Common Creative Potentialities in Art and Pedagogy

In Screenshot 5 we can see a long shot two of the performers 
unwrapping the enigmatic cube opposite the camera. Four other 
students and a dog are to be seen, sitting along the white wall to the right, 
watching them attentively. The performers seem to be very conscious of 
these movements. One of them is looking forwards in the direction they 
plan to move with the blanket, while the other one is looking towards 
the students sitting on the floor along the white wall. Her eyes meet 
those of another female student, sitting near a big dog. The dog’s gaze 
is directed towards the camera. The female student sitting on the other 
side also is looking up at the performers in an expectant and questioning 
manner. It is the beginning of something new, and the gestures of these 
people evoke expectation among the participants. 

In the following process the cube was unwrapped by them in a very 
slow and conscious way. The movements of the performers in this stage 
seemed to follow a well-prepared and planned choreography. They took 
some boxes, reading what was written on them, turning them around, 
putting them in a new place or handing them to another person. Boxes 
displaying central terms related to the seminar topic, (such as “subject”, 
“object”, “enigma”, “enigmaticalness” “otherness”, “theory”, “liberation”, 
“identity” “non-identical”, “mimesis”, “resemblance”, “remembrance”, 
“nature”, “shudder”, “rationality”) were carried through the room and 
positioned in particular places. The students first watched this “mise-en-
scene”, attentively, captivated by the movements. Gradually, more and 
more students allowed themselves to become involved in the reflecting 
game with the boxes and the terms.

Screenshot 5
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Screenshot 6 shows a close-up of the unwrapped pack of boxes, 
on which the terms “rationality”, “scare”, “identification”, “cognition”, 
“mimesis” and further more can be read. 

In the further course of the film one can see, how the boxes were 
treated physically in different ways, combined with the terms, which 
were written on them. Inside these processes of carrying them through 
the room, bringing them to another fellow, combining them with another 
term, new constellations were invented. During these perceptive and active 
movements, spontaneous impulses also were brought into play, such as 
throwing “identity” out of the window, cording up “object” and “subject” 
together, sticking together “discovery” and “alienation” and many other 
constellations - not without a certain sense of humour. 

To take a closer look at the question of the change that occurred 
from the beginning of the seminar up to this situation, two screenshots 
shall be compared in the following section, which show some typical 
moments for the situation in the respective phase.

Let us first go back, looking again at the constellation that can be 
seen in the frame in screenshot 2. The group is seen positioned together 
in a circle. The performers are standing upright in front of the camera 
view. In screenshot 7, we have plotted some yellow lines on the image 
in an attempt to illustrate the direction of the views of the respective 
members of the group, which can offer some insights on the attentiveness 
of the participating students (Bohnsack 2009, 140ff.). The group is still 
sitting on the ground. The positions of the bodies differ from each other; 
legs are crossed or stretched, leaning the upper body backwards or 
forwards. There are also various lines of sight. Two of the performers 
are looking at the ground, the third one on the left hand side is gazing 
in the direction of the door. The camera view and most of the students 
are looking at one of the performers, standing on the right, as if they are 
waiting either for the next movement or for advice. One is also gazing at 
the ground, while another has tilted her head onto her right shoulder, 
looking into the void of the right corner or perhaps at her neighbour. 
The situation can be characterised as a combination of expectation and 
irritation, in which the three performers still play a central role.

By comparison, the constellation has begun to change in the next 
phase of the seminar, seen in screenshot 8. Here both, the direction of the 
lines of sight (yellow) and the directions of the moving bodies (green), 
are plotted afterwards. A large number of different orientations and 
movements of the six persons in the room can be seen at the same time. 
The medium shot of the camera view seems not to succeed in getting an 
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overview of the present activities and instead acts more as a moving part 
of the situation as well. One student is leaving the camera view at the 
left side another one is entering on the right. In the middle of the room, 
two performers handle some boxes, which are to be seen, unwrapped, 
in several places on the floor. One big stack is still located in the middle 
of the room. On the right towards the back, a male and a female student 
are walking directly in the direction of the wall. In contrast to these fast-
paced movements, one further student, the 7th person is quietly sitting 
on the one chair in the back corner, looking half down at the floor with 
his hands folded. 

Screenshot 7

Screenshot 8
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Compared to the situation before, no common order is to be seen 
any more, but the individual activities still seem to be directed. There 
seems, however, not to be a common need, which makes sure that 
the flurries of movement remain coordinated. Unlike in the previous 
situation seen on screenshot 7, the coordination still seemed to be 
organised. Indeed, the formal frame beginning in the circle on the 
floor was a strange and irritating one, but the persons involved were 
still oriented in an expecting formal order or towards the responsible 
students. In great contrast in screenshot 8, the situation can be 
characterised as a disordered one, each one following an own direction, 
own arising impulses. 

Meanwhile, the perception of the situation seemed to become 
more and more important and most of the students started to open 
their minds to the different dimensions to be seen, to be listened and 
to be felt, internally and externally. Some of them remained in reverse, 
but – as we were later able to communicate - more in a kind of self-
perception and self-reflexivity during the process. Looking back, these 
interventions and non-verbal bodily experiences formed a precondition 
for the further development of the situation.

The following continuation of the image memory can give us an 
insight into some reflections, which began to play a role during this 
phase of the situation.

an empty space (2nd continuation)

Now, they are fetching boxes. Okay. 
Now, it's becoming concrete. 
Now, it's about thinking. 
What kind of terms might these be? 
What shall we do with them? 
Does it have to be right? 
Does it have to result in something? 

Never mind, just go for it. Intuitively. 
What it results in – just like you understand the terms now, 
your way. 
Oh wow. Everyone can participate this way. 
It does not have a lot to do with the text. 
It is somehow interesting to see what the terms may have to 
do with me, with the world, with my previous life, with my 
current way of thinking. 

Common Creative Potentialities in Art and Pedagogy

The fact that three of the lines in the above text begin with the 
word “now” gives the impression that this scene marks the starting 
point of something new. In addition, the attention of the student as 
expressed in the text is now drawn to three new fields –  the “boxes”, 
the “concreteness” and the “thinking” –  which will be brought together 
in their relatedness in the following section. Then, in a kind of self-
questioning act, the student begins to reflect on the meaning of the 
terms, (which are connected with the task of reading the text by Stein 
about Adorno’s aesthetics). When she asks, “does it have to be right?”, 
she reflects on the “result” which could be expected from her and the 
others, what we also can analyse as an illustration for the relationship 
between subject matter and communication. After this, an interruption 
takes place. She makes a cut/break, which takes the form of a new 
paragraph in her description, and then decides to engage with the 
terms in an intuitive manner to begin with. “Just go for it… just like you 
understand the terms now.” At this moment she seems to realise that 
her own understanding of the terms could play a role here, remarking 
on this discovery with the words “oh wow” and the observation that 
“everyone can participate”. In expressing such an exaltation, she 
assumes concomitantly that this fact “does not have to do a lot with the 
text”, whereby in principle, however, she still thinks once more in terms 
of a separation between subject and object.

Birgit Engel
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Screenshots 9a and 9b depict a cutaway of the vital developing 
interrelationship between the things and the bodies during the following 
process. On screenshot 9b one of the performers is kneeling on the floor 
and tying a box with a string round her body, observed by the camera 
view in a knee shot slightly upwards. It seems like a virtual movement, 
in which she is involved and on which she is concentrating. Her right 
arm is just busy capturing the string, which the other hand is bringing 
around. On the right side boxes, which have been tied or stuck together, 
can be seen. Some felt-tipped pens are lying around on the floor near 
the boxes. A white pillow has been placed on one of the packs of boxes. 
Next to the performer, who is kneeling in the front, one box is half inside 
another. When we take a closer look, the text “Object” and “Subject” can 
be read on the boxes. But the ‘Object’ box does not fit into the ‘Subject’ 
box, the top of which is half-shut, holding the ‘Object’ box half inside, 
all fastened with a white string. The camera has approached a bit more 
closer in screenshot 9b, where another student and his fellows in the 
background are to be seen, also in close contact with some boxes.

Another trace used to follow the developing vitality also can be 
observed in the comparison of several selected constellations of frames 
from the beginning and the later phases of the seminar, inside the 
analysed and separated sequences. The shifts that have taken place can 
be observed with regard to the movements in the chosen timeframes 
including the changing stance of the camera view. 

In screenshot number 10 we see a couple of frames recorded in 
the first stage of the seminar, with the participants sitting in a common 

Screenshot 9b
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circle, as described previously. The non-moving character of the 
situation here can be observed over more than 108 frames, that means 
for a period that was more than 4 seconds long. It is accompanied by an 
almost totally unchanging long shot camera view, taking a look as well 
at the performers as at the other students, without further movements. 
As being a part of the situation, this look is remaining at an unchanging 
distance, as the other members are located as well.

The couple of frames in screenshots 11 and 12 shows the same 
timeframe as before, 108 frames covering a duration of about four 
seconds. In screenshot 11 a situation during the described disorder, 
or non-order, is to be seen, with a moving camera view. It is changing 
between a medium shot, a close up and a very close up view in contact 
with the movement of one of the boxes, remembrance is written on, 
changing afterwards to further motifs, all shot throughout the short 
sequence of just 4 seconds. 

Screenshot 12 shows the same timeframe during the last phase of 
the seminar. Here a vital change in the distance of the camera view can 
be seen, but the motive and the position of the viewer remain the same, 
observing vital movement of the students seen in the frames, pinning 
papers and writing her chosen excerpts of Adorno’s theory on some tapes 
on the wall, opposite the camera. In this situation, in comparison to the 
phases before, the camera movement has come to rest, observing a new 
developing order, but not without changing the quality of mimetically 
participation, widening or approaching the view. 

The central difference between these stages are not only 
concerning the change of the motives, that can be seen, but also the 
formal structures of the whole timeframes which can be observed and 
compared, concerning formal change and contrast. 

During this last stage a growing exchange of perception, reflection, 
sense and behaviour could be observed, characterising the situation in a 
new common, creative and singular order. 

The process of the seminar described and reflected should not 
be understood as an alternative to a verbal clarification of the scientific 
meaning of terms. It can, however, show in an exemplary manner how a 
communicating and mediating process depends on the interrelationship 
of each person in its current contact with the topic, the things and the 
situation as a whole. In order to gain a more in-depth understanding 
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of this interrelationship, let us have a brief look into a very small, but 
interesting occurrence during the last part of the performance lesson 
and let us try to approach the sense or non-sense of this section in a 
mimetic manner, following the view of the camera, seen in the couple of 
frames summarised in screenshot 13 (see p. 502). 

Tracing the first frames, we observe various movements and 
situations, students in contact with the boxes, handling them or sitting 
beside them. Nothing significant seems to happen and we recede a 
certain distance, gaining – like the camera view – a small overview of 
several minor situations. After 38 frames (ca. 1.6 seconds in realtime), 
the view stops at a certain point, regarding one and the same situation 
for a longer period, and we do not yet know why. Two female students 
can be seen sitting near the wall, some boxes in front of them and to the 
right. The camera focuses on this position for a “longer” time (23 frames, 
almost a second) as if waiting for something to happen. In the next frame, 
we can see one of the female students getting up, grabbing a very small 
paper ball (possibly made of paper) that has been lying in front of her (the 
whole time). She takes it, puts it somewhere, sits down again and then 
shortly afterwards she takes something more from the ground and goes 
to pin a piece of paper (containing some writing) to the wall. 

This scene can be interpreted in various ways, also in connection 
with my presence as filmmaker. Was it an anticipatory intuition that 
this situation would spawn an activity, that I had focused, this section 
of film previously? Or did the student respond to my presence with the 
camera, answering a supposed expectation regarding me as the seminar 
leader? Or was it the little ball that caused me to stop moving my gaze 
through the camera, either unconsciously or semi-consciously? In any 
case, the microscopic structure of the developing moments of the scene, 
which became visible in the collection of frames, showing very short 
moments – lasting just some seconds – has left a trace of something, 
based on the technological materiality of the digital film, which normally 
is not consciously perceptible. Maybe it can be interpreted as an inner 
quality of the process, which had become visible and which can make us 
more conscious of the interrelationship concerning our vital contact in 
the relationship with others and with things.

Screenshot 14 (see p. 503) shows in a medium-distance shot one 
of the last moments of the seminar. One of the performers is seen from 
the back, drawing a long, curved line by affixing a grey tape to the white 
wall of the room. Above and nearby, terms and sentences are stuck to 
the wall. Two boxes (‘Subject’ – ‘Object’) are attached to one of the tapes 
and can be seen at the top left of the photo. A small piece of a glue strip, 
hanging down vertically, transects this labelled tape. Some boxes are 
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placed near the wall on the floor, one of them wrapped in a green felt 
blanket. On the wall right above this, a white string is fastened, which 
extends into the room, leaving the screenshot near the left hand corner 
below. The grey long tape on the wall is also extended, continuing the 
trace onto the floor and oriented towards the middle of the room. 

These combinations of things, which can be regarded in this 
situation, cannot be brought to sense through a rational logic alone, 
oriented in identification. The different senses, movements that are to 
be seen do not offer an understandable message to a person who was 
not involved in the process. Nevertheless, and precisely because of this 
fact, the traces that became visible in this late screenshot lead into an 
enigmatic space, which will remain related to this kind of open and vital 
experience as a singular one.

Many of the students can be observed as active participants in the 
final part of the film, but also few who remained still and quiet.

That they also took part in their own way was communicated 
afterwards. In the common reflection following the seminar L. began to 
talk about his problems accepting the unusual frame, which could not 
give clear orientation with regard to how to behave. After a very long 
talk and facing further challenges in his studies, he has since become one 
of the most engaged and reflective students with regard to the transfer 
of artistic experience to pedagogical and didactical situations at school. 
The comments made by P., who spent most of the lesson sitting on the 
chair in the corner, show a deeper understanding of the fundamental 
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relationships that arisen, when he said: “No matter what you did, you 
always were inside of the topical subject.” 

Also another image of memory offers an understanding of the 
principle possibility of being an actively reflecting part of a situation in 
silence.

me in my silent bubble

the sounds, especially the quiet howling, 
the activity of the others, 
me in my silent bubble, 
the darkness, 
the scraping of the pencil on the cardboard in silence. 

I have slowed down the rhythm. 
Seeing what the others are doing, 
having totally different ideas. 
The serious faces, the personal rules, not to be constrained. 
Being able to follow the impulses that arise. 
Deciding whether to act and what I want to do, 
not talking to the others, 
but being attentive together, 
an indirect demand. 

Conclusion 

 In retrospect, the internal transformation of this seminar has 
exhibited some features related to structural development, which 
should be understood more precisely in their relevance. This relevance 
concerns the conditions, the quality and the interrelatedness of the 
central developmental steps, both amongst themselves and in relation 
to the individual and common experiences of the participants. The 
peculiarity of this situation was an arrangement, open to a common 
experience in a creative relationship to the seminar topic, which 
was created by the students themselves and on the basis of three 
preconditions: their ambitious interest concerning the scientific topic, 
combined with a certain practical knowledge concerning the stance 
and lastly, the mindsets their colleagues would bring to the situation. 
In addition, and as a general point, a central role was played by the high 
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artistic requirements of the students, linked with the creative effort of 
bringing together the power of the critical ideas of a theoretical system 
and a non-verbal mimetically mediating practice. The peculiarity and 
the special relevance therein was that they worked (consciously or 
unconsciously) with the expectations of their fellow students without 
following them up. 

Despite the leeway offered by the creative arrangement prepared, 
the vital dynamics developed at the borders of the expected proceedings. 
Irritation and uncertainties linked with expectations with regard to 
their own behaviour challenged the participants to reflect not only 
upon their own role as participants in the situation, but also on their 
bodily perceptions, recognizing their impulses to participate fully in 
development or not. In the beginning, the processes were challenged 
especially through irritations and breaks (such as introducing a new 
order into the seminar, closing the curtains, not talking), which did not 
meet normal expectations. These breaks alone provoked moments of 
uncertainty followed by a new reflectiveness that included the students’ 
own perceptions of their presence, related either to their bodily 
perceptions or to further perceptible constellations of the processes 
unfolding. Already the paradoxical impression of the starting position 
led the experience into a void, which can be observed in the almost 
non-moving timeframes (cf. screenshot 10) and depicted in the written 
presentation of the image in the memory of the student. But how we 
can see, based on the remaining material, this experience also opened 
the process towards something new. The brief remembrances of the 
students allow us to take part in the transformation of their viewpoints 
and their attention into a consciousness of bodily awareness. I suggest 
that Rudolf zur Lippe refers to this kind of phenomenon, when he 
speaks of “Sinnenbewusstsein” in his aesthetic hermeneutic. (cf. zur 
Lippe 2000). In any case we can assert that a new kind of awareness 
and reflectiveness came into play, which was not oriented towards 
strategic attempts to cut a good figure, but rather towards their own 
connectedness with the dynamics of the situation and the subject matter. 
Whilst Dieter Mersch emphasizes that creativity is closely related with 
the work of reflection as the result of a break (Mersch 2005, 12) I 
would add that this reflectiveness is connected with the change of view 
towards one’s own bodily perceptions, which he himself may refer to 
as a fundamental change of viewpoint and perception, described using 
the term “Blickumkehr” (Mersch 2005, 13). In the case this has been one 
of the central preconditions related to the further development of the 
situation. In this and further examples (see Engel 2004/2010b/2011, 
115ff.) we have learned to understand irritations and breaks as a possible 
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precondition for developments with an open creative responsiveness. 
Mersch goes so far as to perceive them as a movens of productivity and 
of the development of the new. (Mersch 2005, 12) 

Furthermore, it is necessary to take into account that the 
subsequent vitality and creativity, the experimentation with new 
behaviour and the development of unknown constellations seem 
to be deeply related to the process, when the “boxes as terms”, “the 
objects as subject matter” came into play. Both the movements of the 
students observed in the frames selected and the changing views of 
the camera can document aspects of this emerging vitality. Looking 
back, it was one of the most important impulses, which arose from the 
“terms as things” as part of the subject matter to evoke the common 
experience. The connectedness of the terms with the material quality 
of the boxes continued in a certain manner the concreteness of the 
sensory experience that had begun previously. In moving the boxes 
into various orders and constellations, the students were establishing 
vital contact with their own intentions and relationships. But the aim of 
the exercise was not to arrange them in a normative “correctness”, as 
feared in the remembrance of one of the students. By moving the boxes 
with the terms on them to form new constellations, changing them again 
and again – took the sense that had been interpreted by the students 
in the meantime and made it performative. In this way the terms were 
treated in a certain kind of reflection in a concrete and abstract way 
at the same time. Regained thereby, was a common openness, which 
asked for bringing along own concepts and experiences or imaginations 
related with their sense and use. Reflecting theoretically on them and 
perceiving their meaning in the presence of the situation could come 
together (still without language). In this kind the process opened 
towards a reflexive (self-) positioning by relating the participant’s own 
experience and reflections to the attempt to understand the meaning 
of Adorno’s aesthetic theory, also as a possible base to be developed 
further. Thus, the theoretical impulses developed could subsequently 
be brought into a reflective relationship with the theoretical reflections 
on the aesthetic theories and presumptions. The fact that subject matter 
could come into play in this manner played a highly important role for 
the vital development. Based on further research, we have learned that 
common experiences can become productive in the form of a creative 
responsiveness when the activities involved are jointly oriented 
together towards a third thing, that is, towards theoretical or practical 
problems (see Engel 2004/2010a/2011, 84ff). Furthermore, this special 
seminar situation could demonstrate the particular potentiality, acting 
and communicating together with the materiality of things, if they are 
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given a certain degree of attention as part of the common situation. The 
materiality and perceptible presence of the things also became evident 
in the small cut, which documents in a couple of frames a development 
in relation to a small paper ball (cf. screenshot 13). Käte Meyer-Drawe 
speaks about an impressibility which can occur in contact with the 
“Things” and which can lead us out of the dualistic splitting of subject 
and object. She proposes an interpretation of this kind connected with 
our vital contact in this regard:

Things do not look at us and they do not whisper their meanings. 
Their expressiveness arises in our answer to their look or scent. 
Children and artists are entitled to sense the appeal of things. 
They do not bow to the dictation of thinking. However, since 
we have, in the service of cognition, become accustomed to the 
modern opposition of subject and object, it is difficult for us in 
our thinking to verbalize the experience that objects concern 
us in some way… (Meyer-Drawe 2012, 17)

Based on a presumption of people being intersubjectively situated 
together in a common world, Merleau-Ponty characterizes this common 
kind of existence when he states that “the thing does not necessarily 
show itself as absolute truth to each recognising subject, but rather 
appears as real to every subject that shares my perception.” (Merleau-
Ponty 2003, 36)

When we focus more closely on the matter of arranging 
situations in which learning and creative experiences can occur, we 
must be conscious of the interrelationship between all aspects of the 
situational development. Consequently, I argue in favour of orienting 
(art) educational processes towards forming situational frameworks, 
which also constitute responses to the specific context. In this regard, 
I do not mean merely experiences of arbitrary value, but rather those 
that support further creative and reflective development and critical 
interest in the world, others, objects and their subject matters. As part 
of this process, we have to pay particular attention to and even more 
beyond the potentialities and interests of the individuals as part of their 
biographical and social development. I see this as one of the ethical 
challenges of our pedagogical and didactical efforts. This challenge 
cannot function in an environment of pedagogical morality, but must 
be encouraged as part of the responsibility of a teacher who is aware of 
being part of a common situation, reflecting the situational contexts in 
a creative logic, which could trigger vital experiences. “We alone do not 
create meaning, but rather, we are guided towards a meaning by things. 
… The concreteness lies within the situation.” (Meyer-Drawe 2012, 18)
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If we become aware of these deeply rooted interrelationships, 
which influence the developments of mediating, educational and artistic 
processes, it becomes apparent to us that both kinds of experiences 
cannot be separated completely from each other. It was John Dewey who 
founded an understanding of experience, which is related to both: to 
the educational experience as well as the experience of art. In his recent 
work “Art as Experience”, he has developed the central potentiality of an 
understanding of arts and aesthetic experience, if we want to understand 
what experience means in general. Thereby he characterizes the value 
of an experience based on its aesthetic and artistic quality, on which the 
possibility of growth and further development would depend. (Dewey 
2005/1934, Engel 2004/2011 150ff) Based on a qualitative meaning of 
experience oriented, he thus argued in favour of an educational system 
and attitude based on democratic pupil participation in the creative 
development of schools. He perceived this as a way of focusing on the 
future of society, but not in the sense of pure employability. Accordingly, 
he did not expect teachers to sacrifice the vital present experience of 
the children for the needs of a future that cannot be foreseen. On 
the contrary, he argued that experiences that support growth and 
development must be part of an inner vital dynamic as a central part 
of the learning processes in educational systems. He attributed a key 
role in the development and continuity of the experience as a whole 
to the vitality of the aesthetic experience. We should actualise his 
assumptions and theories, especially with regard to the relatedness 
he has illustrated between art experience and educational experience. 
Nowadays, Dewey’s work is still – and perhaps even more so - of great 
interest in America and Europe (cf. Hickman 2007, Latta 2013, Eisner 
2002, Reich 2000). As welcome, as that may be, it is possible that the 
orientations Dewey developed are not yet being applied to real-life 
situations in a deep enough sense. In any case, there might be a danger 
that his theoretical presumptions, which also were based on practical 
experiences in his laboratory school in Chicago, might be used more as 
methodical instruments than as part of a truly practical reflected effort 
to take learning experiences seriously as both a risk and a challenge, in 
which teachers themselves are involved.

The challenge of the recent possibility required to deepen and 
actualise the common experience of mediation to form a living process 
we can be learned from art. Making reference to Adorno’s work, Hartle 
confirms that art can be interpreted only in terms of its law of inner 
movement and not in terms of invariants (cf. Hartle 2007). The experience 
of otherness in art is based on and yet also exceeds the experience of 
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the (social) reality. Taking into consideration central aspects of the 
works of Mersch and Ricoeur, we have to add that this otherness is not 
an absolute otherness but is related to a common symbolism, to habits, 
discourses and narratives that remain connected with the context. But 
the example should also have shown, how the possible development of a 
new, singular and vital order was evidently based on the break with the 
familiar orientations (cf. Mersch 2005, P.12). The further development 
was accompanied by the interim stages of a void and a non-order or non-
structure, out of which the new formation could develop, combined with 
the fact that the intended outcome, at least concerning the specification 
of the formal and content-related shape, was not known to anyone 
before. Mersch also speaks of an off-state, or non-state (Nichtzustand), as 
a productive state in artistic processes. Such a state can be like a dowser, 
bringing a new paradigm into a situation. They bring in something new, 
when the potentialities of a system had been brought to the limit. (cf. 
Mersch 2005, 13)

Art-students learn to respond, particularly to these undefined 
and unavailable moments within a situation in a creative way. Teacher 
education has the chance to support a transfer to educational and didactical 
practice that is supplemented by critical reflections on the context. We 
should and could cultivate these potentialities further, especially in the 
education of art teachers, but also in other educational and learning 
processes, in the form of a vital responsiveness towards objects and 
others and this especially together with children and the youth.

 The brief insights I have offered on the basis of one selected 
seminar provide an example of an approach towards the traces leading 
to the conditions for supporting the vital experience. Some connections 
between the development of the process, the bodily and the topical 
communication could be observed and characterised in an internal 
logic of development. These connections should be substantiated 
further in terms of their theoretical and practical relevance, also with 
regard to teaching methodology and course design. Furthermore, the 
material I have presented points out the importance that John Dewey’s 
democratic and aesthetic vision of education should be developed 
further in qualitative empirical research, which requires the theoretical 
background of current (post-)hermeneutically and phenomenologically 
orientated educational philosophy. This could widen the viewpoint 
regarding the qualitative potentialities of aesthetic and artistic 
experiences. As a result for the didactical practice, this can support 
the cultivation of a systematic alternative to the dominant methodical 
and pedagogical behaviour, which still seeks safety in the patterns of 
mundane routines. Such behaviour means that the vital interests and 
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potentialities that are still to be discovered and encouraged by the pupils 
themselves remain dormant. Most of the orientations that are currently 
common, which are connected with terms such as “self-organisation” 
or “self-management”, do not take account of the fact that a learning 
formation is based on the experience of a common world. (cf. Meyer-
Drawe 2012, 17). Furthermore, the definition of “individualisation” as 
it is disseminated nowadays does not guarantee this openness towards 
otherness. In addition, a well-executed diagnostic of the child can 
attributes a certain image to him or her, which in fact prevents that 
which it should encourage. Käte Meyer-Drawe expressly warns against 
developing an interpretive image of the other, which can develop into a 
stigmatisation when she writes: 

The denial of the inscrutable by the other, who always knows 
precisely what one is and what one will become narrows the 
realm of possibility of the self and can be perceived as oppressive 
especially when, in the development of the child… patterns of 
evolvement are established. The process of stigmatisation 
combats… the potential of the self for protestation, which has 
its basis in the fact that it is what it is in relation to others and 
objects, but not through simple repetition, rather in creative 
adaptation. (Meyer-Drawe, 2000, 22)

Young people and especially children are highly sensitive to the 
question of whether or not learning situations are open to their own 
reflections, emotions and creative responses. They long for more of a 
challenge than simply doing their jobs as pupils. This should be taken 
into consideration in teacher education and especially in art teacher 
education. It includes supporting a critical-reflexive stance towards 
the unavailable and undefinable, but also with regard to perceptible 
moments in contact with others, objects, subject matter, place and 
context. There is no doubt that this will be both a creative and an ethical 
challenge and that there is a huge potential for a new culture of learning 
and reflexivity.
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Common Creative Potentialities in Art and Pedagogy

Shifting Frameworks of Thought 
and Practice of Art Education 

Students
Some Initial Considerations on the Data Collected

Tobias Loemke
 Friedrich-Alexander-University Erlangen-Nuremberg

Foundation

My fascination with the developmental trajectories of my fellow 
students had its beginnings during my studies at the Academy 
of Fine Art. After a period of searching, often associated with 
crises and blockages, events would occur that would abruptly 
lead to a turning point in their artistic development. 

As an art teacher, I experienced similar phenomena in the 
classroom. I got to know the students from unexpected and new 
perspectives, as they cleverly linked assignments with interests that 
seemed to lie outside the artistic sphere. Since I started teaching at the 
University, I have also come across situations in which students gather 
momentum in unexpected clarification processes through which they 
make decisive advances in their artistic work. As an art teacher I want 
to learn more about these phenomena of transition and change, and in 
some cases, disruption.

Theoretical Context

I am interested in any clues1 that point to areas of tacit knowledge 
in the work the students do and what they say. What environments do 
the students come from and which artistic attitudes and orientations do 
they bring with them? Which types of tacit knowledge are more likely to 
be preserved, and which are more likely to change? Can the study identify 

1 See Sybille Krämer, Werner Kogge, Gernot Grube (Eds.), Spur. Spurenlesen als 
Orientierungstechnik und Wissenskunst, Frankfurt am Main: Suhrkamp, 2007. 
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IN MEMORIAM

Eduardo Nery (1938-2013)

 

 This book is dedicated to the memory of Eduardo Nery, who was 
one of the invited speakers of the International Colloquium Creative 
Processes in Art.



 This volume is an outcome the international colloquium 
Creative Processes in Art, which took place at the Faculty of Fine 
Arts of the University of Lisbon in September 12-13, 2013. The aim 
of this event was to provide an interdisciplinary platform to the 
discussion of artistic creative processes. By bringing together artists 
and scholars from different academic backgrounds, we intended to 
trace a comprehensive overview of this theme and to present cutting-
-edge research that highlights the connection between art practice, 
philosophy and education.

 O presente volume resulta do colóquio internacional Creative 
Processes in Art, que teve lugar em Lisboa, na Faculdade de Belas- 
-Artes, nos dias 12 e 13 de Setembro de 2013. O objectivo principal 
deste evento foi o de facultar uma plataforma interdisciplinar para 
o debate dos núcleos temáticos associados aos processos criativos 
artísticos. Reunindo artistas e teóricos de diferentes áreas académicas, 
pretendeu-se proporcionar uma visão abrangente do tema e divulgar 
as mais recentes orientações de investigação que sublinham a relação 
entre a prática artística, a filosofia e a educação.
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