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Abstract 
 

In this research, I investigate multiple entry points for understanding and developing art 

and visual culture curriculum to respond to the Anthropocene. Informed by posthuman, 

feminist, and ecological theories, I ask what practices and theory art educators might take 

up to cultivate emergent artistic practices with students toward responding to the 

geological, social, and present moment.  

 Organized around integrating visual art into school and community garden sites, 

this writing includes curriculum theory, a unit design and reflections on implementation 

and the writing process. Using autoethnographic and visual art methodologies, I attempt 

to engage the subjective relational space between myself, my psyche, and the 

phenomenon of teaching, writing, and embodying this curriculum. Through this research, 

I am attempting to locate a home for myself within art and visual culture education. I 

wanted to know whether co-facilitating with human and non-human members of gardens 

would stabilize affective and relational containers of care and stewardship in my 

facilitation and teaching experience. To this end, I found that co-facilitating with place, 

including the garden, is a stabilizing environment for myself as a teacher, but can also be 

conducive to perpetuating Western and white narratives of place.    

 Another central theme and finding from this data was the lived experiences of 

grief. Employing autoethnography (Ellis & Bochner, 2000), I reflected on my teaching 

through my psyche, body, and emotions. I found and analyzed this data through present 

moment awareness of my embodied response to the experience of writing and facilitating 

a four-week art curriculum with middle school girls in their school garden. The queer 

irony of this study, is that I ended up writing and conducting this research in the very 
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early weeks and months leading up to and following the dissolution of a six-year 

relationship, which was concurrent with the 2016 presidential election, and 2017 regime 

change. So, this thesis is a collage of both personal and global grief. As an emergent 

response to this grief, I have therefore organized my writing around the notion of 

mending posthuman heartache in the Anthropocene. This is a call I believe educators 

should take seriously. The Anthropocene moment is in so many ways the result of deep 

disconnection and separation, years of violence against the planet, and against humanity 

in the forms of colonization, patriarchy, white-supremacy, and capitalism.  

 I hope for this research to participate in animating art and visual culture education 

toward affective and critical ecological solutions to the moment we are living in. The 

implications of this research are not empirical in nature, but rather take up poetic, artistic, 

and enigmatic qualities of the present to tease out ways of being with, working against, 

and creatively responding to these times in which we live. To conclude, I believe any 

practices that cultivate care and affective relationship to place, self, and the other 

members of our human/non-human communities, such as visual art and gardening 

practices, can serve as containers and resources for living in the Anthropocene.  

 Keywords: posthuman feminism, place-based education, gardens, visual culture, 

grief, Anthropocene 
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Introduction 
 
 This thesis is a collection of essays framing my work toward completion of my 

Master of Arts in Art and Visual Culture Education at the University of Arizona, in 

Tucson, Arizona. In the context of complexity thinking (2006), I have organized this 

thesis around the potential of situating art and visual culture education, informed by 

feminist, queer, decolonial, and posthuman social theory, for school and community 

gardens toward ecological and social justice stewardship. The essays are composed to 

stand independently while communicating with one another. I am attempting to engage 

multiple modes of relationship to the information presented in this thesis. I weave a body 

of visual artwork and poetry throughout this document to reflect creative interpretation 

and documentation of what cannot be articulated in the academic writing style.  

 I posit the school garden as an available urban site that allows us to come into 

contact with our planet, and non-human life on it, in a unique manner. Gradle (2007) 

asks, “can teacher education in the arts address the disquieting realization that students 

feel displaced by the inauthentic, themepark appearance of communities that offer little to 

feed the imagination? Even the landscape of schooling…looks like American urban 

sprawl” (p. 392). In response to this problem, I suggest that the school garden can 

function as an appropriate technology (Carpenter, 2010) to access non-human species, 

ecological systems, and experiences of affective relationship with the earth.    

 Gardens are a public site of human and non-human interdependence where 

students can access care, stewardship, and civic engagement. As I explain later in this 

thesis, the category of human is political, and evidences inherited humanist histories that 

grant privileges and power to those who embody and perform perceived notions of 
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‘perfect’ human. It places what is called human above or outside of the world; humanness 

presupposes separateness. Practices that enable people to feel connected, therefore, are 

not simply for the realm of spirituality or relaxation, but are political practices of 

capitalist resistance, and are relevant to a posthuman pedagogy. In a sense, they are 

methods of integrating the animal, rejecting the category of being human toward 

integrating and renewing the resources of being mammal.  

  Throughout this writing, I am investigating human-ness as a political and 

ideological category, deeply connected to the de-humanization at the core of systemic 

oppression and planetary destruction. In this research I seek to know how art and visual 

culture can disrupt the restrictive manners of being ‘human’ that have led us to this 

moment, and hopefully restore affective and actionable ways of being that are just and 

sustainable.  

 I am attempting to engage alternatives to Western practices, worldviews, and 

ways of being that privilege profit, and violence over dignity as a fact of being, that 

privilege greedy white men to push the planet to its demise and take everyone down with 

it. This task is problematic in nature, as any attempt to address power has the potential to 

recentralize it, and also to reiterate plunder. Throughout the document, I refer to 

collective experiences of disconnectedness and separateness that are not necessarily true 

for people whose indigenous and social systems are more in tact.  

 One limitation of this thesis, which I name more explicitly in Chapter 4, is that I 

have not done enough research to create curriculum that addresses White settler 

colonialism through the lessons. Any place-based pedagogy in settler-occupied land, such 

as the United States, should address that place is often concurrent with theft and 
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occupation of indigenous land. As Seawright (2014) illuminates, a trend of place-based 

education in the US is to name placelessness as the problem of Westernized education 

practices. He counters, however, that  

place, as it is articulated through a Western knowledge system, intersects with 

a social epistemology that normalizes domination through systems of white 

supremacy, settler colonialism, heteropatriarchy, and anthropocentrism, among 

other modes of domination. As a result, these epistemic norms curate 

conceptions of place, and come to bear on the way one knows oneself, others, 

and one’s relation to the natural world. (p. 555)  

In other words, placelessness is a mechanism by which these ideologies appear 

neutral in order to maintain domination (Seawright, 2014). I found that teaching at the 

intersections of environmental and art education, it was easy to adopt the narratives of 

individualism and legacies of nature/people divides even though this was the opposite of 

my intention. Moving forward, I would seek to collaborate with garden educators who 

are working from an decolonial perspective and I would seek to integrate readings and 

teachings for the students to engage with to contextualize their work. At this point, my 

curriculum is grounded in this theory, but I do not believe my lessons facilitate this same 

grounding for the students.  

 Another limitation I am aware of is that I have not yet taken adequate time to 

incorporate crip theory/disability studies into my framework. In other words, my 

curriculum at this point does not have the necessary attention toward accommodation and 

accessibility that I believe it needs to, and my intention is to learn how to make it more 

accessible for future implementation. To address this, I plan to read and research 



 10 

disability scholarship and praxis more thoroughly. Moving forward, I plan to read more 

from this discourse and seek council in adapting my lessons to be not only accessible, but 

to incorporate disability studies into the theoretical framework. It is apparent to me how, 

movements toward progress take more time than our economic, social, and political 

systems accommodate. The inability for social systems to integrate diversity is fueled by 

capitalism’s inability to be patient, diligent, and mindful enough for justice. 

 The works in this thesis are oriented toward the role of the heart in our justice 

work. I am doing this work because I am called to justice-oriented education, and am 

attempting to find my home in that effort. I seek curricular practices that amplify and 

support my ability to work for the changes I believe are necessary for ourselves, society, 

and our world at this time. In my experience, the heart needs to be fundamentally 

engaged and renewed regularly for these efforts to sustain. And, as a result of attempting 

to engage my heart through this process, I encountered a great deal of what I understand 

as historical, social, and personal grief. I began this project in the first semester of my 

Master’s program, as a proposal to extend my university’s Saturday art school to include 

school and community gardens. Over the course of my research, the U.S. elected a fascist 

president, the modern civil rights movement has surged, and in the weeks leading up to 

beginning my study, I encountered the end of a six-year relationship. The works from 

beginning to end have increasingly come to include the affective experience of grief and 

questions of mending heartache. Another question guiding my research is how to turn 

toward and cultivate the capacity to respond to the difficult and potentially overwhelming 

realities of this times in which we live. I don’t know whether art and visual culture can 

help, but I am investigating its potential in this writing. Throughout the writing, visual 
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art, and poetry, I have included reflections on grief, especially toward the end, and the 

possibilities of engaging art to turn toward tender expressions of the heart.  

 Much of the writing in this thesis is informed by my encounters with Western 

Buddhist practice, as well as my training in the Somatic Experiencing therapeutic 

modality. However, I chose not to identify these writings with spiritual education, 

because I believe in integrating practices of embodiment, contemplation, and 

interconnectedness into the everyday and the political realms of being. I feel calling these 

spiritual practices diminishes the highly political nature of wide-spread disconnection in 

Western societies. 

 Chapter 1 provides an introduction to the posthuman lens through which I am 

viewing my practice as an art educator. Earth is home to life in so many forms, and it is a 

bizarre conundrum of the present time that Western constructs have initiated large 

populations of people to disregard the fact that many species, and many manners of 

personhood comprise our planetary system. One reason I propose gardens as sites of 

practice in art education is they bring us into direct relational contact with a myriad of 

biological and geological members of the global collective and can deepen affective 

relationships to place. Throughout the document, I use the term global collective to signal 

human and non-human members, as well as the geological, meteorological, and 

cosmological forces making up the phenomenon of the planet earth.  

 Chapter 2 takes up the notion of shapes, and investigates how shapes play a role 

how we interpret and encounter reality. This section explores the legacy of Euclidean 

geometry toward collective Western beliefs that our experiences are linear and reducible. 

I propose that art educators can engage shapes of complexity, all available in garden 
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micro-ecologies, including scale-free networks, spirals, and branching patterns, toward an 

implicit visual culture of plurality.  

 Chapter 3 investigates the present moment as a site of curricular practice. Being 

with students in the moment, and prioritizing the felt sense of now, problematizes the 

capitalist notion that all educational efforts must be used and used up in service of the 

future. This section has informed my research in attempting to construct mindfulness-

based art practices to engage time as a variable in place-based artistic inquiry in the 

garden.    

 In Chapter 4, I look at critiques of current trends in environmental education and 

question the role of fear-based information tactics. Narratives of nature and wilderness 

are still largely presented along frameworks of whiteness and colonialism, including 

centralizing individualism in our responses to environmental problems. I propose 

integrating art and visual culture, rooted in social theory and social justice frameworks, 

into environmental education to tenderize and revision the relationship students may have 

to the environment through art.  

 Chapter 5 outlines a curriculum and project I carried out with a local middle-

school girls after-school science club, called Girls Excelling at Math and Science. I began 

investigating school and community gardens as the primary site for art and visual culture 

education a few years ago through a connection with the School of Geography and 

Development’s School and Community Garden Program at the University of Arizona. 

This four-week curriculum was taught in conjunction with the School of Geography and 

Development’s Supporting Environmental Education and Communities (S.E.E.C.) 

program. This chapter includes rationale, design, and reflections on the curriculum. In 
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reflecting on this curriculum, I hope in the future to be able to co-teach with a science, 

gardening, or social justice educator to stabilize the transdisciplinary nature of art for 

these times.    

 Functioning as an epilogue to this thesis, Chapter 6 explores uncertainty and the 

fundamental reality that everything we do is a work in progress. This section uses 

narrative and the experience of a train ride home a few weeks after the 2016 presidential 

election to interpret emotion, works in progress, and failure as practices in public 

pedagogy. I have included this paper here because this thesis in many ways became an 

extension of this section.   

 I dive deeper into reflection on writing this thesis in Epilogue Two, which takes a 

narrative inquiry approach to working with honesty, shame, and grief. I chose to employ 

autoethnography to better understand the curriculum I taught with the middle school 

students. When I sat down to reflect, using my psyche and body, all I encountered was 

the personal grief that has been concurrent with my last semester in graduate school. I 

decided to maintain the methodology, and allow the data I found to be the data I 

presented. So, this final section is on grief. I have included this narrative and companion 

images to acknowledge the hidden efforts behind finishing this thesis and thesis project. 

This is an effort to take an ecological approach to my practice; integrating all the parts.  

 Appendix A includes all lessons and handouts from the curriculum I taught with 

the Mansfeld Magnet Middle School, Girls Excelling at Math and Science program in the 

spring of 2017.  

 As a collection of work, this thesis functions as a set of entry points reflecting a 

number of my personal beliefs and interests. My orientation and framework draws from 
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my training as a Somatic Experiencing Practitioner, my mindfulness practice, and my 

love of the natural world. These discourses and experiences also informed the lessons I 

wrote and facilitated at Mansfeld Magnet Middle School. I have attempted to stay 

grounded in art and visual culture education, a field I appreciate for its transdisciplinary 

nature and interest in visualizing yet-unseen possibility.    
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Figure 1. 
heartspine 

 A.B. Ramsey (2016) 
cut-paper collage 

I sat in silence in the desert, with thirty queer activists, for a week. Under the guidance of 

an elder, we cultivated love to drive out hatred. We felt, at moments, like enough. At the 

end, we wondered, how to (possibly) turn to the world with an open heart at this time? 

At least two timelines guide this document. The goal-oriented one ends in a few weeks. 

The other loops erratically through generations of broken hearts, drunken poems, 

trespasses against us, and the un-straightening of wild border rivers. I am welcoming this 

second timeline into this document when I can, both out of belief in integration practices 

and for lack of a better option. It’s knocking on the door. 
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 Chapter 1  
 

A million metaphors for love: Mending posthuman heartache in the Anthropocene 
 

 

The ultimate weakness of violence is that it is a descending spiral, begetting the 

very thing it seeks to destroy. Instead of diminishing evil, it multiplies it. Through 

violence you may murder the liar, but you cannot murder the lie, nor establish the 

truth. Through violence you may murder the hater, but you do not murder hate. In 

fact, violence merely increases hate. So it goes. Returning violence for violence 

multiplies violence, adding deeper darkness to a night already devoid of stars. 

Darkness cannot drive out darkness: only light can do that. Hate cannot drive out 

hate: only love can do that. 

(Dr. Martin Luther King, Jr. 1967, p. 62) 

  

My studio practice of the past year has been guided by the notion of mending a broken 

heart. Al Green sung to me (Gibb & Gibb, 1972) in my mind as I tracked tears on my 

cheeks after turning, moment by moment, toward the state of the world, the U.S. 

Presidential elections and subsequent disaster, and deep personal loss, and wondering 

how art can help. The images in this thesis form a body of work titled “Tending a Broken 

Heart” (2015-2017). They are a collection of small ceremonies of love and grief for the 

personal, planetary, social and collective present. I use the term love here, and yet love is 

not a singular term. I realize I don’t know what love is except in those moments when I 

feel still and relationally autonomous, connected. I believe in many ways I learned 

capitalism, consumerism, patriarchy, and colonial mind/heart ways of being instead of 
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love. I learned that we earn love, and that we own what we love, rather than learning the 

ability to care while maintaining the dignity of self and recipient. I am positioning the 

arts, and explicitly visual art in this thesis, as teachers of love, as methodologies to 

cultivate emergent relationality toward affective connection, sense of being and home, 

and hopefully toward action to protect what we care for.  

 An antidote is “a remedy to counteract the effects of poison” (Merriam-Webster’s 

online dictionary, 2017). From my background in youth violence prevention, I am 

oriented to a kind of antidote pedagogy, seeking to cultivate the causes and conditions for 

peace and justice stewardship. Reflecting on Dr. King’s (1967) declaration, I wonder 

what practices in art education might do the work of light dispelling darkness, and which 

ones might do the work of love dispelling hatred. I relate to the light as epistemological 

change, where knowledge and knowledge production are tools for dispelling ignorance. 

Knowledge to dispel darkness presumes that correct information will prompt careful 

action. This orientation, however, fails to acknowledge that knowledge is not neutral, nor 

means in and of itself, but fabricated to serve power (Foucault, 1982; Smith, 2012), and 

maintain imperialist, white-supremacist capitalist patriarchy (hooks, 1994). So, 

historically knowledge has produced both light and darkness.   

 The “post-truth” political era (Peters, 2017) has driven this home for me in a 

particular way. In the past, when I have heard people say they believed in colorblindness 

(Alexander, 2010 Desai, 2010) or that we live in a post-racial society evidenced by the 

success of individuals of color in positions of power despite overwhelming proof of 

systemic oppression (Alexander, 2010) I have assumed that they meant well and just 

lacked knowledge. I assumed that the correct information would create allies out of them. 
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This assumption underestimates the discursive nature of power (Alexander, 2010; 

Foucault, 1982), and overlooks the habituated systems from which it is derived. Smith 

(2012) illustrates that Western empirical disciplines as a whole system, function to 

encode and classify the world “in such ways as to ‘recognize’ each other and either mesh 

together, or create a cultural ‘force field’ which can screen out oppositional discourses… 

determin(ing) the wider rules and practices which ensure that Western interests remain 

dominant” (p. 47). The media-fabricated political climate of post-truth, wherein light as 

knowledge is blatantly disregarded, is just the latest discourse in this force-field.  

 For these reasons, I am compelled by the second realm of King’s (1967) antidote; 

that only love can drive out hate. A curriculum oriented to cultivating care necessarily 

operates in the realms of affect and ontology. I am not proposing we need either 

knowledge or care. We need both; we need light and love. But I wonder how we can 

engage art to cultivate care and grow capacity toward an ontology of relational 

stewardship for the ongoinness (Haraway, 2014) of all human, non-human (Hawkins, 

Ingram, Marsten, & Straughan, 2015; Tervo, 2016), and posthuman (Braidotti, 2013; 

Haraway, 2014; jagodzinski, 2013) members of the phenomenon of earth. In other words, 

how can we come to care in the context of ideological systems designed for anything but? 

For me, this pedagogy would also necessarily consider how to mend a broken heart.   

 I have turned toward school and community gardens as sites for this antidote 

pedagogy in art education. The sections in this thesis offer various entry points for how 

art educators might theorize and practice in garden spaces. Drawing primarily from 

complexity thinking (Davis & Sumara, 2006) and ecological systems theories (Gradle, 

2007), posthuman feminism (Braidotti, 2013; Haraway, 2014; Lloro-Bidart, 2015), and 
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decolonial theories (Smith, 2012), I am hoping to position making in art and visual 

culture as an antidote practice to counteract the poisonous effects of the nested power 

systems of colonialism, anthropocentrism, neoliberalism, capitalism, white-supremacy, 

and patriarchy. Part of this work, to me, is strengthening our sense of place both on the 

planet and in our communities.  

 To learn our way into socially, ecologically, and personally sustainable futures, 

and presents, our education and curriculum design must take the shapes of ecological, 

intersectional, and posthuman practices. The traditional role of the teacher with pastoral 

power (Foucault, 1982) is problematized when subject matter, student, teacher, and the 

affective and relational spaces among them are conceptualized as interdependent 

members of learning ecologies. To me, one goal of posthuman education would be to 

engage art in such a way that it is an affective, instructive, and communicative medium to 

be with, learn with, and become at home with the processes of the world. Haraway (2016) 

states,  

 instructed by companion species of the myriad terran kingdoms in all their 

 placetimes, we need to reseed our souls and our home worlds in order to flourish 

 – again, or maybe for the first time – in a vulnerable planet that is not yet 

 murdered. (p. 117)  

I am curious about how curriculum might be written to invite instruction by companion 

species. And, as an antidote, my focus will remain on art practices to reseed our souls and 

grow the conditions for tending and mending in this time.  
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Figure 2. 
“companion species” (2016)  

A.B. Ramsey  
cut paper, thread, gouache. 
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Lexicon  

 Taking up garden verbs of tending and cultivation as arts practices, art and visual 

culture education can parallel gardening processes toward growing/making the worlds we 

live in and want to live in. Etymologically, the verb tend means to stretch 

(http://etymonline.com, 2017), suggesting that tenderness is a result of expansion, 

change, or growth. When things stretch too much, when they pass the state of tenderness, 

they cross a structural threshold and ‘break’ or become something else. This idea of 

thresholds is particularly compelling to me as an educator interested in change. A 

threshold is defined as “a level, point, or value above which something is true or will take 

place and below which it is not or will not” (Merriam-Webster’s online dictionary, 2017). 

Another definition, more ambiguous and lovely is, “the place or point of entering or 

beginning” (Merriam-Webster’s online dictionary, 2017). Every moment is a threshold to 

the next.  

 For pedagogies oriented to social and systemic change, it is important to orient to 

the limits we are pushing, and the ones we are protecting. To change and abolish social 

systems of oppression, we have to cultivate ontological and epistemological frameworks 

that push participation and complicity past thresholds of reiteration. Educators seeking 

social change will necessarily be working against as well as for different kinds of 

resistance. Giroux (2010) states “proliferating sites of pedagogy bring into being new 

forms of resistance” (p. 487). I interpret Giroux’s statement to mean that resistance to 

change, and resistance to being oppressed, are both potentiated where learning occurs.  

 If we seek to break old systems, we must do so alongside cultivation of new ones, 

and recognize that repair and restoration are necessary responses to systems that have 
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been overwhelmed (Levine, 2010). This multifaceted framework is what I understand 

Haraway (2016) to mean by ‘reseeding’ our souls; that we grow, affect, and mend those 

places where we have found ourselves, our lands, and our communities (human and non-

human) in states of brokenness. I imagine this work as iterative and pluralistic, where our 

pedagogies are seeding and stretching and sometimes breaking toward possibilities, while 

at the exact time, meaning fundamental to that work, we are mending a collective 

capacity to be at home in the world. True to ecological and interdependent systems, each 

practice cultivates the other. 
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moving day (January, 2017) 
so many  
anonymous 
vitamins 
in pockets 
and between tools 
 
antonyms for 
this time 
 
something 
someone 
at sometime 
told me to take every day 
 
so, one hand on the dharma 
one hand on the wheel, 
I swallow them 
as they come 
to make up for lost time 
 
The heart is not collateral damage 
and, contrary to popular opinion,  
it does not break. 
it becomes tender,  
meaning, it stretches. 
it hurts, it bleeds.  
and in fact, that is all the heart does. 
It bleeds tenderly 
and tends to the blood. 
 
The heart is a moment.  
It sublimates.  
Liquid, solid, gas. 
depending on whether we are 
considering 
a relationship 
of love, 
of science,  
or of prayer. 
of molecules that care 
or know things 
or simply sit 
with the complications 
of it all.  

 
 
 
 

Figure 3. 
heart tending (2017) 
mixed media 
A.B. Ramsey 
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To live here, we have to learn to live here.   

 There is a global-scale brokenness in the way Western and industrialized people, 

especially people positioned as leaders, are living on the planet. The Anthropocene is the 

proposed name for phenomena whereby human activity has become greatest force of 

permanent geological change to the planet, shifting us out of the relatively stable 

Holocene epoch (Steffen, Grinevald, Crutzen, & McNeill, 2011). Though the term has 

been in circulation for the past twenty years, the field of inquiry has expanded in the past 

ten. The notion of the Anthropocene is fraught with complications around subject 

positions of humanness, and ideological forces enabling global-scale extractive 

destruction at the hands of a minority ruling class of the human spectrum. The ideological 

forces behind the geological moment have led Baskin (2015) to call it a paradigm dressed 

as epoch and Haraway (2014) to proclaim, “if we were to use only one word to describe 

the processes we are talking about, it should be the capitalocene” (n.p). I hope teaching 

art in garden sites might facilitate students moving through the world in ways that trouble 

and resist the Anthropocene moment.    

 Throughout this document, I continue to use ‘Anthropocene,’ despite the 

problems the term signals. I have chosen to do this primarily because it is the most shared 

term in the current discourse. To keep the term is, I hope, to keep the problem and 

problematization of the term active and alive. Other scholars have proposed capitalocene 

and Chthulucene (Haraway, 2014) to incorporate uncertainty, wonder, the unknown and 

the generative into the lens. jagodzinski (2013) writes ‘Anthropocene / capitalism’ when 

referring to the moment. I also believe the terms colonialism/colonization, and hooks 

(1994) imperialist, white-supremacist, capitalist patriarchy are sufficient in describing 
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what is afoot. As I explore in this chapter, the term Anthropocene problematically 

removes the social and political forces behind the epoch. In no way is the human at the 

center of the Anthropocene a representation of all of humanity, but rather is the acute 

location of people vested with power, acting with greed, and perpetuating the 

aforementioned systems of oppression.   

 jagodzinski (2013) suggests that the dilemma of the Anthropocene is one of 

incompatible thresholds. Our global ecological systems and subsystems are bound to 

physical and biological thresholds within which life, human life as just one point of 

reference, can either continue or not, as seen by mass extinction. At the same time “the 

capitalist commodity production system has no intrinsic limit” (jagodzinski, 2013, p. 32). 

While this statement is true, it also reiterates the anthropocentric misperception that 

human systems are separate and unbound from planetary systems. Though extrinsic in 

nature, capitalism is certainly bound by limitations of both human participation as well 

the hospitality of the planet. In the case of the latter, there is a point of convergence at 

which neither system would endure.  

 Godfrey and Torres (2016) explain, “in an ongoing effort to project and protect 

the mistaken notion of human superiority to, and ownership of all life, society sacrifices a 

livable planet, and ultimately itself” (p. 2). Toward posthuman intersectional praxis, they 

differentiate between homo sapiens as a species, and human as a political category, 

proposing that survival of the former is dependent upon extinction of the latter. As 

educators, we must work toward passing a collective threshold whereby our ideological 

systems can no longer maintain myths of male, white, able-bodied, straight, and wealthy 

as superior human, nor the myth that this human is exceptional in the global cosmology. 
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As Seaman (2007) states, “in a posthumanist world, this human is an endangered species” 

(p. 246).  

 The Western hallucination separating anthropogenic systems from planetary 

systems facilitates Anthropocene ontology. Through poisonous ideologies of humanism 

(Godfrey & Torres, 2016), neoliberalism (Giroux, 2010), colonialism (Smith, 2012), and 

imperialist, white-supremacist capitalist patriarchy (hooks, 1994), the Western human 

moves through the world as an extraterrestrial (Yang, 2016) in our own place. What, 

then, might bring us back home to our bodies, to our planet, and to each other? By 

cultivating a livable present, we are cultivating a livable future. Living here enables us to 

live here. 
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Art as Threshold 

 How do we endanger the human at the center of the Anthropocene? Seeking an 

antidote pedagogy, art and art education can restore and tenderize our sense of 

membership with the planet, one another, and a hopeful and active future. Hawkins, 

Ingram, Marston, and Straughan (2015) herald visual art for its specific ability to develop 

and transform our relationship to the non-human, the temporal, and the political iterations 

of our global ecology. Art is able to evoke possibilities and un-ordinary sensory and 

temporal relationships toward alternate modes of knowing. In this vein, I envision hope 

as an emergent capacity. Hope is cultivating the capacity to engage, turn toward, and take 

in the reality of our histories, our presents, and our mysterious but eminent futures. 

 Seeking frameworks for posthuman art education, Hickey-Moody (2016) explores 

Deleuze and Guattari’s term “affectus,” defined as the “margin of change and the 

capacity to be changed; to be affected” as the literal, metaphorical, political, and 

“material exchange undertaken through art” (p. 258). I understand this to mean affectus is 

the living threshold between viewers, makers, and works of art. She proposes an affective 

pedagogy that takes into account the materiality of being moved by art. There is a 

renewal and regeneration of place and relational becoming that can occur when works of 

art cross the sacred thresholds of the senses (O’Donohue, 2008).  

 The lived moment with works of art offers an opportunity to dwell in connection 

to our place. Defined by Gradle (2007)  

 place (is) deeply rooted in the perceptual, phenomenological world: the felt, 

 embodied meanings of emplacement that provide truth or veracity that one 
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 belongs, dwells, thrives, or does not – sensually or spiritually – in ways that both 

 solidify identity and embody meanings. (p. 396) 

Making and viewing practices rooted in the present moment provide access to the self as 

an iterative process, capable of moving and being moved. In response to the 

Anthropocene, posthuman education requires deft navigation of uncertainty, multiplicity, 

affective intelligence, and rooting in our place. Being moved, and being with/in our 

location, through active, embodied contact with the senses, is the work of reconnecting. 

 We are living in a time when direct and literal political action is necessary. In the 

introduction to Octavia’s Brood, an anthology of social justice-oriented science fiction, 

Thomas (2015) states, “the activist and the artist seem at first to have been engaged in 

markedly different lifework, yet they embraced a shared dream for the future” (p. 9). The 

future is invisible. It is dark, not because it is foreboding or doomed, but rather for the 

very uncertainty of it (Solnit, 2017). Therefore, it is imperative that activists and artists 

alike work to activate possibility and hope in our work. In the forward to Octavia’s 

Brood, Imarisha (2015) writes, “whenever we try to envision a world without war, 

without violence, without prisons, without capitalism, we are engaging in speculative 

fiction. All organizing is science fiction” (p. 11). As visual art educators facilitate the 

literal work of envisioning, I am interested in how to engage art-science, visual narrative, 

and visual storytelling to similarly imagine other worlds, and not just imagine them, but 

catalyze them into being. 

Conclusion 

 I do not believe we can kill the planet, as Haraway (2016) suggests. But neither 

do I believe homo sapien is exceptional beyond vulnerability, as capitalism suggests. Our 
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quest to skirt death, to deny the limitations of “man” and of “human” is leading us right 

to it. The primary educational goal of the Anthropocene is to learn to live here, together 

with the remaining species, in some kind of sustainable harmony. As educators, we need 

to be engaging with students toward a reintegration, the seeding of an interconnected 

being-with all members of the collective global soma. To me, this is a cornerstone of 

peace education. 

 Posthumanism calls for decentralized (May, 2011), scale free, complex (Davis & 

Sumara, 2006) praxis. The fact that our globe, and all nested systems beyond and within, 

are complex systems proves that people are not at the center of the universe. Not being 

the center of the universe might not be a difficult leap for those of us who have found 

ourselves in the social margins of Anthropocene ideology. For women, people of color, 

queer people, disabled people, non-faith-based people, and for whom capitalism does not 

provide sufficient means, we know…we know we’re not at the center. We know we have 

to work together.       

 Work for change always brings the potential for burn-out. Through my own 

experiences with engagement fatigue and from my practices in prevention work, I have 

become oriented to the idea of resilience. Resilience, the degree to which a system can be 

impacted by something and still “retain… the same function, structure, and feedbacks” 

(Walker & Salt, 2012, p. 164), is of utmost importance to movements for justice and 

peace. Systemic resilience depends on available resources, and any ecological system 

depends upon the renewal of its resources. People are no different. We get burnt out, 

overwhelmed, and hopeless. To move away from capitalist frameworks of infinite 

extraction, we have to seek practices that restore the integrity of our personal and 
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collective systems. I believe practices making and viewing art can renew the resources of 

human resiliency.   

 Beyond practices of making, I wonder if art education for the Anthropocene 

would also include actions like planting trees, and cultivating kindness in our 

communities through movement and movement building. Perhaps it looks like 

curriculum workers committing to actually desegregating our school systems. Maybe the 

media of art education for these troubled times looks like strengthening solidarity, 

practicing resistance, showing up to the meetings, the rallies, and the fundraisers, making 

the phone calls, and writing the poetry, all of which culminate in visualizing the possible. 

Maybe art education in the Anthropocene looks like remembering to call our friends, take 

breaks from social media, watch the sun set or rise. Maybe it looks like learning to be 

vulnerable and lean in close when we are feeling tender.    
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Chapter 2  

Taking the Fork in the Road: Shapes of Implicit Visual Culture 

 The artist, the art educator, and the viewer are uniquely positioned to engage the 

realms of vision to unseat habituated perception of reality and possibility. According to 

Duncum (2003), “visual culture comprises two principal concerns: visual objects and the 

ways in which we look at them” (p. 20). This chapter will explore the idea of implicit 

visual culture; the shapes forming the architecture of our expectations, interpretations, 

and estimations of the possible.  

 Calling for art pedagogies toward “avant-garde without authority,” jagodzinski 

(2013) proposes we “imagine whom [sic] such artists might be that serve in the capacity 

of a public pedagogy so as to take back our commons and share it in the humbleness that 

we are one species amongst many” (p. 33). I would also propose we imagine who such 

art students might be, and how we can teach learning artists to orient their making to 

participate as humble interdependent members of this magnificent planet. To cultivate 

this kind of art student ontology, I propose we look at the building blocks we give 

students to see and visualize their experience.   

 Teachers narrate worlds. How we present things tells our students how things are. 

One reason I am interested in working with gardens, is they allow students to interface 

with a world in which things grow, decompose, and live symbiotically. Gradle (2007) 

refers to ecology, as established by Bateson, as  

patterns of connections, and the inter-relationships among all organisms and 

systems…(where) ecology is not just a theoretical examination of relationships 
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alone, but the understanding that the in-between, latent grandeur of what is 

unknown and unseen is discovered in participatory knowing. (p. 397) 

The world of the garden operates under the complex rules of the planet, and I believe 

when students learn from the garden they are able to see themselves and their worlds as 

part of those same sets of rules. The biology of our species evolved under the same 

conditions as the cells of a plant, the course of a river, and the changing of seasons. When 

we encounter the branching in a corrugated leaf, we are seeing the same branching 

pattern of the human respiratory system. We are mammals hosting bacteria whose genetic 

code outnumbers the human genes one hundred to one. We are this planet, and we 

deserve to move through it as though this were the truth. 

 What latent grandeur is communicated to students through our built and 

manufactured environments? O’Donoghue (2010) proposes there are sets of behaviors, 

realities and expectations implicitly communicated through the materiality and 

organization of all of our classrooms.  Davis and Sumara (2006) illuminate the legacy of 

Euclidean geometry, the point, the line, and the plane alive in Western valorization of 

reducibility and rationality. By their estimation,   

 the uniting theme across these ideas might be characterized as a collective 

 hallucination… taken-for-granted beliefs that reality has a developmental 

 structure, that  there is a master plan that is becoming ever more plain as it 

 surrenders to the prying gaze  of scientists and their plane-based logic. (p. 39) 

We need look no further than a typical U.S. public school to see how these environments 

mold a rather Euclidean manner of moving throughout the day.  
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 Ideals of humanist perfection were informed by the philosophy and practice of 

geometry, which employ shapes, lines, points, and plains, to ‘know’ and interpret the 

basic functioning of the world (Davis & Sumara, 2006). This visual framework supports 

the Cartesian notion that all of reality could be similarly reduced to discrete and 

knowable parts, suggesting that the most perfect thoughts, societies and people were 

those who could reduce all things to their most basic and rational point. The legacy of 

supremacies in any form can be seen in this idea. Complexity is dehumanized as 

fabrications of purity grant those deemed least complicated the most power. The more 

complicated, the less rational; and connection to the earth, a very complicated system, 

cannot therefore be perfect by these rules.  

 Calling this belief system a hallucination signals that our predicament is in some 

way related with how we “see” or how we “view”, both realms of art and visual culture 

practice. Einstein, quoted by Godfrey and Torres (2016), named the phenomenon 

whereby human beings misperceive separateness from the planet, and even from the 

universe, “a kind of optical delusion of… consciousness” (p. 1), suggesting deeply 

psychic discord with our sense of place. And poet Adrienne Rich (1986), speaking 

specifically to representation and social identity, states, “when someone with the 

authority of a teacher, say, describes the world and you are not in it, there is a moment of 

psychic disequilibrium, as if you looked in to a mirror and saw nothing” (p. 199). The 

Anthropocene moment is certainly characterized by a far-reaching and deep inability to 

see ourselves in the world, to see the world, and to respond as though we are members. 

This disequilibrium has been authored by people in positions of authority for thousands 

of years, spinning false narratives, denying the integrity, integration, and 
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interconnectedness of life as fundamental to reality. Fueled by performances of humanist 

perfection and capitalist delusion, internalized shapes of colonial Western oppression 

provide the architecture to interpret reality in a way that regularizes practices that 

maintain the system. If we hope for students to divest from these internalized 

misperceptions, which I have come to relate to as implicit visual culture, we have to 

support them to become fluent with different ways to encounter existence.  

 According to Bourdieu (1980), culture and power are reproduced by sets of 

internalized expectations of what is possible, called habitus, that we inherit and act out in 

service of existing power structures. He states,  

being the product of a particular class of objective regularities, the habitus tends 

to generate all the reasonable, common-sense behaviors (and only those) which 

are possible within the limits of these regularities and which are likely to be 

positively sanctioned because they are objectively adjusted to the logic 

characteristic of a particular field, whose objective future they can anticipate. (p. 

446) 

If there is an architecture to the ideologies of the Anthropocene, it would be characterized 

by the misperception that resources are linear and therefore will go on forever, that some 

people are higher and more human than others, and that the members of our ecology are 

separate from one another. If we were to map this architecture, it would bear the 

hallmarks of Euclidean geometry. Through forming the implicit structures of Western 

ontology, Euclidean geometry is the shape of Anthropocene habitus.  

 Bourdieu (1980) says habitus is only changed by violence, art, or argument 

because the “tendency of regularity is not toward extravagance” (p. 446). Since shape is a 
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cornerstone of art education, we can appropriate basic design to help students encounter 

ourselves and the world as interconnected and interdependent ecological systems. The 

shapes of complexity, including fractals, scale-free networks, and nested complex co-

activity (Davis & Sumara, 2006) are the shapes of our environment, our bodies, our 

psyche, our social systems, and our ancestral lineages. They suggest, through curriculum 

design, we can offer complexity to our students as a particular way of thinking. 

 According to Davis and Sumara (2006), complexity thinking as a formalized field 

is relatively new, although it draws from a long line of historically discreet discourses, 

primarily in the hard sciences. They herald the compatibility between pedagogy and 

complexity thinking, situating their framework  

somewhere between a belief in a fixed and fully knowable universe and a fear that 

meaning and reality are so dynamic that attempts to explicate are little more than 

self-delusions. In fact, complexity thinking commits to neither of these extremes, 

but listens to both. (p. 4)  

The school garden is a holographic site that can offer loops of experiential feedback for 

students to participate with complexity. And, I am proposing that art-making as a 

relational practice can facilitate the participatory knowing (Gradle, 2007) to deepen this 

relational encounter.  
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Figure 5. “visual complexity” (scale free network, 2017;flock of birds, 2017; 
morphology, 2017; Mandelbrot set, 2017; Romanesco, 2017; fiddlehead, 2017) 
 

Imaging Complex Implicit Visual Culture 

 Molding the Signifier (Diosi, 2017) is a collaborative group of researchers and 

artists working at the intersections of art and science. They work with ecological science 

to provide feedback suggesting more nuanced and complex narratives about what it is to 

be embodied as human here on the planet in this time. They state,  

 the body is understood as a complex ecosystem unto itself, like a microcosmic 

 galactic empire with vast holdings and expanses, with billions of different 



 37 

 inhabitants, each inter-dependent and communicating, but also fighting for power 

 and influence, with mind and  consciousness rising as a consequent emergent 

 phenomenon of this microcosmos. (Diosi, 2017, p. 80) 

Perhaps a fundamental principle of posthuman art education, or art for these times, 

presupposes that we are educating a microbiome, rather than a human. In this manner, 

gardening for the microbiome, art for the microbiome, peace for the microbiome, 

friendship for the microbiome, might take on radically different curricular modes of 

operation.  

 Godfrey and Torres (2016) offer another example of complexity, this one visual, 

to inform their discursive practice. They take up the hologram as a material metaphor to 

understand the active practice of intersectionality. Holograms are fractal-based (complex) 

visual images rendered three-dimensional in appearance by repetition of the whole image 

in each discreet part. They explain that for the original source to be distinguishable from 

the holographic effect, the lighting (context) has to be exactly right. Thus, Godfrey and 

Torres (2016) highlight the importance of a lived practice of locating, through feminist 

intersectionality, to “render a deeper, more complete image and revisit the scene that has 

been frozen in time” (p. 3). We have to be able to see honestly, in order to resist meta-

narratives (Efland, Freedman, & Stuhr, 1996), master narratives (Acuff, Hirak, & Nangah 

2012) and political gaslighting. Accurate view of the complex present enables us to map 

just and sustainable futures. I believe building a framework for mapping complexity 

through visual imagery found in gardens can lay the groundwork for the theoretical 

complexity of social justice praxis for students of art.  

Conclusion 
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 This systemic approach to being is not a metaphor; individualism, self, human are 

metaphors. Even Euclid conceptualize the line as a metaphor, believing it would be easier 

for people to understand this extrapolation than the reality of roughness (Davis & 

Sumara, 2006). Speaking literally, a teacher is a microbiome employed in the position of 

teacher, and therefor needs pluralistic methods. A teacher is a system in a system. 

Students are systems within systems, and we need curriculum design that supports and 

reflects this reality. Fortunately, we have feminism, queer theory, critical race theory, 

decolonial theory, and disability studies to guide us.  

 Narrating complexity, hybridity and ambiguity (Bhabha, 1985), borderlands 

(Anzaldua, 1987), and queer performativity (Barad, 2011) to our students reflects their 

reality, their existence, and their experience back to them. It potentiates authorship 

toward psychic equilibrium where we can see ourselves as part of and at home here 

because we are complex. A radical re-joining of ourselves to our systems endangers the 

human ideologically positioned at the center of the Anthropocene. To teach with 

complexity is be “instructed by companion species” (Haraway, 2016, p. 117) and can 

encourage an emergent sense of self in our students that extends beyond the agenda of 

self-formation toward neoliberal capitalism, self as capital, and self as consumer and 

instead positions self as steward, self as not self, and self as host and steward. From there, 

I believe we give students greater access to envision and act for more sustainable social 

and ecological practices. 

 The school garden inherently contests the separation of human and non/human 

members of a school, as well as what can be considered institutional or not. The garden 

is, for example, a site where a butterfly might be explicitly invited onto a campus in the 
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language that a butterfly speaks; perhaps by planting milkweed. Others members of a 

school garden include gardeners, often of a variety of ages, vegetables, pollinators like 

bees and birds, worms, bacteria, dirt, trees, mulch, compost (almost a world unto itself), 

people, water, weather, tools, and the greater community and their knowledge. This 

quality makes it a very interesting place to engage art that imagines and enacts alternate 

possibilities of being and knowing. Taking up the distinction in public pedagogy is the 

iterative learning and teaching that occurs outside the written curriculum of institutions 

(Sandlin, Schultz, & Burdick, 2010), the school garden is a site where the public, insofar 

as public is defined as “not the institution” thrives in a unique manner within a school 

curriculum. The garden is where the wilderness and the animal enter the school. While 

we have inherited the legacies of these separations, this carving up of our reality through 

lines and points, and distinctions of what is human and what is not, we don’t have to live 

like this and we certainly don’t have to teach like this. Let’s give the line back to the 

branch, the curve back to the meandering river, and the mammal back to our 

(human)being. Let’s get out together, organize, resist, and live.   
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Chapter 3  
 

 Placed here, based now: Present moment curricular practice for art education 
 
 Premodern and postmodern relationships to place share similarities, namely the 

displacement or decentralization of space and time as primary signifiers (Gradle, 2007). 

Where the physical spaces of our learning institutions prescribe certain sets of behaviors, 

how schools relate to time is another variable and means by which they shape student 

experience. This section is an exploration of the present moment as a site of practice and 

inquiry for social justice curriculum in art and visual culture education. Included are brief 

explorations of time as a political construct in the hidden curriculum, and the possibilities 

of deconstructing linear time as a practice for decolonizing or disrupting institutional 

power in educational settings. 

 Educators committed to preparing students for what lies beyond the classroom 

must constantly question and maintain a living relationship to how preparedness is 

defined and what we believe we are preparing students for. Preparedness as a goal 

implies that the task at hand, for both teacher and student, is to use/use up the present in 

service of the future (Tervo, 2016). Even if our goal as educators is toward change and 

justice, rather than preparedness, there is still an implication that what we do now is for 

the future. Preparedness might even suggest that we, teachers and students, develop a 

degree of vigilance regarding the future. What is to come, no matter what we do, is never 

quantifiable, visible, predictable, or knowable, but we organize ourselves to be prepared 

for it in order to stay in the game (Hicks, 2004). Tervo (2016) states,  

it is the future that gives meaning to what already is: that is, the present is devoid 

of the  qualities that ought to be attained in the future. The need for art education, 
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is then, based on coupling the past, the present, and the future into a linear 

narrative of completion. (p. 3) 

But what if our ability to relate to the present, to be in the moment, calm and responsive 

to the immediate conditions, is in and of itself a form of preparedness? What if this 

“vigilance” about the future, away from the present, contributes to the collective western 

hallucinations (Davis & Sumara, 2006) conflating time, money, and progress. It is 

possible that to stay in the game, people need to know how to be here; here on earth, here 

in our bodies, here with one another, and just simply here.  

 This section is written in the spirit of situating the ‘problem’ of colonization and 

supremacy with those who have institutional power (Scheurich, 1994).While I also 

occupy social positions of queernesss and femaleness, as an anti-racist white educator I 

am interested in addressing colonization and racism in my own curricular sites of practice 

and systems of knowledge. For me, a foundation of that work is to question and reject 

binary ‘either/or’ thinking in favor of developing an ontology of plurality, or ‘both/and’ 

(Crenshaw, 1991). For that reason, I am situating this section as an inquiry of possibilities 

and rejecting the binary notion that as teachers, or as people, we can be either part of the 

solution or part of the problem. Gordon (2008), citing Williams states, “that life is 

complicated is a fact of great analytic importance” (p. 3). Therefore, all our efforts 

toward a ‘better’ world will be nuanced and imperfect. While the intersections of problem 

and solution that run through our individual identities and behaviors at any given time 

should give us pause, they do not need to immobilize us into inaction. This is not an 

exhaustive exploration of the present moment as a site of practice, but rather a collection 

of ideas, entry and exit points, to begin investigating temporality and a-temporality in 
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social justice education (Garber, 2004).  

 According to Garber (2004) social justice art education, “relates education to a 

revisioning of the world as a more livable and joyous place for all, with a balance 

between humans, the environment, and other living beings” (p. 4). Typical of social 

reconstructionist curriculum (Schiro, 2013), this stance assumes that our present 

circumstances, our present society and world are not equitable, fair, and accessible but 

that they should be and, through education, could be. As a social justice educator I am 

interested in practices that contribute to the shifts and conditions necessary for such a 

world, knowing that the context in which I am teaching is designed in so many ways to 

keep young people from resisting unjust concentration and institutionalization of power. I 

suspect that developing a sense of the present, of embodying and joining one another in 

the phenomenon of being, can be a practice of divesting from codependency with existing 

structures of power.  

 Curriculum that seeks to develop a sense of the present moment could be placed 

within spiritual education. Insofar as spirituality in the curriculum seeks to open space for 

wonder and active exploration of things non-cognitive, extra-verbal, and felt, and to 

develop an awareness of self and other beyond the confines of prescriptive identity, this 

categorization would be fine. However, in my opinion this categorization is limiting. The 

relegation of the present as a site of practice, where we spend so much of our lives, to the 

domain of spirituality serves to distance it from the material, the typical, the neutral, the 

physical, and the political. Even when spirituality is intentionally differentiated from 

religion, a narrative tends to remain that the purpose of practice is to become something 

different from how we are now. If the present moment is explored as a political site, or as 
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a social site, it offers different perspectives and windows into what might be at stake 

when we “miss” it.  

 This section is primarily inspired by “Leading to Nothing: Untimely Politics for 

Art Education,” a presentation given by Juuso Tervo at the National Art Education 

Association convention in 2016 in Chicago, Illinois. In this presentation, Tervo referred 

to ‘the political philosophy of the present moment’ as a way to encounter and question 

the conference theme of leadership. Tervo states “what I’m specifically interested in this 

logic is that it always entails a description of the present through a negation (the present 

always lacks the things it needs), which, then, is what constitutes the timeliness of 

education” (p. 3). This sense of always lacking the thing we need is heavily cultivated in 

modern capitalist societies, and is therefore quite political. Tervo invoked a line central to 

the plot of Herman Melville’s 1853 story “Bartleby, the Scrivner,” in which the main 

character replies with increasing frequency to all requests; “I prefer not to,” followed by 

precise inaction. Tervo used this line, and premise, to explore his notion of ‘utimeliness,’ 

which, informed by Agamben, he describes as “the task of non-belonging; that is, 

imagining radically non-identitarian (thus non-representational) politics” (p. 7). Through 

present moment art practices in the garden, I am hoping students access a sense of self 

that goes beyond the definitions of identity and narrative for a sense of belonging that is 

not conditional upon performance or externally imposed notions of identity/self.  

Hidden Lessons of Time  

 Time takes particular shapes in school environment. Students are often 

understood to be moving on a line, their present the inevitable consequence of the past 

and the position from which to determine the future. Time is used to dictate when and 
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where students are and functions as a quantitative unit to measure access and equality 

(Orellana & Thorne, 1998). Western epistemology champions measurability over all 

other forms of knowledge production while inaccurately claiming neutrality over the 

units of measurement, such as gender, race, legal frameworks, written language, 

individuality, time, space, and objectivity (Smith, 2012). Being places on time, and 

maximizing time on task (Kidd, 2014) are necessary for maintaining and securing 

employment, and are therefore extremely valuable skills in industrial and capitalist 

society. As Smith (2012) explores, however, time as a linear and scientifically grounded 

phenomenon is a fabrication of Western knowledge, which assumes to measure ‘reality’ 

in a rational manner. By heralding the supremacy of linear time, Western researchers 

have leveraged this belief as a tool for colonization by subordinating circular, atemporal, 

or pluralistic accounts of being. Smith (2012) cites myths of laziness and lateness as 

fabrications of this mis-measurement. Even within Western epistemology, Einstein’s 

theory of relativity has thoroughly unseated time as a fixed and independent construct 

(Slattery, 2006). How we relate to time in our curriculum then is a choice that should not 

be taken for granted. If we keep engendering linear time as a fact, we continue the legacy 

of capitalist colonialism. Rather than wholly prescribe student’s relationships to time 

through strict scheduling or strict un-scheduling, intentional inquiry of the present 

moment as a curricular endeavor may potentiate an emergent sense of time and space 

encouraging students and educators to develop alternative or pluralistic relationships to 

the passing of time. 	

Creative Expressions of Time 	

	 While overt mindfulness activities may be wonderful ways to help students 
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develop present time awareness, both expressive arts and gardens also offer entry points 

(Acuff, Hirak, & Nangah 2012) to deconstruct, encounter, and renew our relationship to 

time. In the arts, music may be the most direct, simply because time is fundamental to the 

art form. Through music, we can come to understand that the tempo of our clocks is 

arbitrary, and to live solely by their meter forces us to surrender some good vitality. 

Minh-ha (2011) cites Deleuze and Guattari stating, “meter is dogmatic, but rhythm is 

critical” (p. 54). Indeed, how many teachers have seen a kid staring at the clock and 

grooving to the beat? Perhaps what our school schedules are lacking is rhythm, that 

intuitive sense that changes are happening at the right time. Opportunities to feel in-sync 

are a powerful alternative to “the present always lack(ing) the things it needs” (Tervo, 

2016). We do not, however, have to literally play music (though I highly recommend it) 

to incorporate musicality and rhythm into our curriculum.  

 Students often critique visual art curriculum for making them feel rushed and not 

having time to finish (Crafts Council of Great Britain, 1998). This may suggest students 

have a sense that the timeline of art is relative to itself, rather than the clock or school. A 

curriculum which allows this sense of completion to exist as a relational inquiry between 

the maker and the artwork encourages students to develop a subtle sense of the moment 

as an opportunity to keep alive the question “is it done?” 

 If art educators co-facilitate their explorations of time and space with gardens and 

garden curricula, students gain access to the rhythm and chronology of their local 

environment. The ancient human practice of planting and reaping at just the right time is 

how our species has survived. Similarly, human art-making practices have often been 

organized around seasonal activities related to food and our ability to engage socially 
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around art has served to strengthen the survival rates of human groups (Dissanayake, 

1988). Practicing and facilitating art in this way would reveal and strengthen the 

experience of making as a fundamentally relational practice.    

Makers in Time  

 Contemporary assumptions about the role of the maker are bound to constructs of 

space and time. The narrative of artist as genius relies heavily on the Western notion 

individualism, and has historically served a patriarchal agenda rendering the position of 

artist accessible to middle/upper-middle class white men (Nochlin, 2015). Art that is 

exclusively for production values the life of the artist solely on the basis that what they 

make now will become something worth money or power in the future. Exploring art as a 

present time activity could serve to define making as a valuable human endeavor, 

whereby the maker retains dignity regardless of the outcome or financial success.  

 Dissanayake (1988) proposes that, as a species, art making practices prompt 

social engagement and social coherence in groups of people and thereby increase the 

group’s likelihood of survival. This suggests the biological value of art lies in its ability 

to create affective relationships between people who are bound together by space and 

time. According Jeffers (2009), recent developments in neuroscience suggest these bonds 

can also occur across time and space. Mirror neurons in the pre-motor cortex fire when 

human beings visually perceive action in others, prompting a neurological experience as 

though we are doing the action ourselves. They are also activated with static graphic 

imagery as observers imagine the actions that went into making the image, and when we 

view tools that are associated with action. Thus, creating and sharing art develops 

students’ neurological sense of the plurality, intricacy and complexity of both their 
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internal and external worlds and experiences. When we view art and art making tools, 

and when we view people making art, we experience a physiological transcendence of 

time and space through neurological hybridization of self and other. In this manner, 

visual art making and viewing are practices of literal empathy (Jeffers, 2009).  

 Contemporary art production as a relational activity, as suggested by Becker 

(1982), situates the artist as a relational hub whereby the support and labor of a large 

network of actors, human and non-human, are necessary in the process. If we remove the 

stereotype of art as a commercial product, the process becomes more available as a 

meditative practice, one of discovery, and connectivity. This is not to say that product-

oriented visual art curriculum must be replaced or displaced, but that a supplemental 

practice that accounts for embodiment may serve to situate and generate visual art 

practice beyond capitalist outcomes. When asked, ‘what can art do?’ capitalism will reply 

‘it can make you money, or waste your money’. Of course, artsist and art educators know 

art can soothe and restore the spirit, can invigorate our communities, and can literally and 

metaphorically change the world in which we live. One of the greatest challenges art 

educators face is that, in a capitalist system, our students and members of their 

communities and systems of governance do not have regular encounters with the role art 

can play in animating our hearts and minds. 	

Conclusion  

 Bourdieu (1980) states “one has to escape from the realism of the structure, to 

which objectivism...necessarily leads when it hypostatizes the relations by treating them 

as realities already constituted outside of the history of the group” (p. 444). If the habitus 

(Bourdieu, 1980) is an amalgamation of assumptions collected and reenacted from the 



 48 

past that engender in us a type of complicity in the present and immobilize our 

imagination, what practices might we engage to renegotiate an interrupt this tendency? 

Poet Alice Fulton (1999) suggests  

just as fractal science analyzed the ground between chaos and Euclidean order, 

fractal poetics could explore the field between gibberish and traditional forms. It 

could describe and make visible a third space: the nonbinary inbetween. (p. 117)  

I believe the atemporality available through visual art can do the same.   

 In this curriculum, then, I am proposing that we question how specifically we are 

addressing this third space. Kidd (2014), referencing Deleuze, explains “there are two 

realms of time...Chronos is NOW time, Aion is THEN time and the two fold in on each 

other, affecting the lines of movement that emerge from each moment” (p. 178). Every 

teacher lives with the unanswerable question, for better or for worse ‘what of now will 

remain then’? If our students develop a relationship to the present, one in which they are 

alive with the moment, not alive in service of a moment yet-to-come, I believe that ability 

will reify itself in their futures near and far. Now will always become a new now, and 

perhaps the Then that we are constantly chasing will reveal itself to be no more than a 

figment of our imagination. However, as Kidd (2014) suggests, the binary between 

Chronos and Aion is a false dichotomy. These two realms, like most binaries, dance 

together through our experience.  

 Yogi Bera, cited by Davis and Sumara (2006) challenges us, “when you see a fork 

in the road, take it” (p. 129). It seemed at first a playful riddle, teasing the reader for 

being so physically limited. But upon revisiting the line through my love for non-binary 

ideology, I realized that this is exactly what I have learned to do when presented with 
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either/or discourse, to take the both/and. The present moment is where our self resides. It 

is where and when we live with one another. It is when we stand at a flowing river, or 

watch a seed sprout miraculous from the earth; and though one cannot take that river into 

the classroom forever, and wonder of that seed cannot be quantifiably measured, they 

should not be cast off as an experiences that have no value for our students.  
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Chapter 4 

Art Education for an EcoPedagogy of Hope: Creative Social Justice in 

Environmental Education 

this is for all the world and we need to change our thinking, our thinking patterns, 

because there’s more than one way to live and the one that we’ve been shown 

through these corporations is - it ends; it doesn’t go on forever.  

-David Montgomery, Mono, Chukchansi and Pit River Water Protector at 

Standing Rock, North Dakota. October, 2016. (Goodman & Montgomery, 2016) 

 

Since my childhood in the early 1980s, global warming has been on the horizon, a 

destination that we “might” be headed for unless we change. The rhetoric populating my 

white, middle-class childhood was that if we recycled, if we loved and protected nature, 

if we conserved water, we would be part of the solution. We could rest easy. We were 

also told that we could maintain ideologies and practices of capitalist consumption, and 

settler colonialism (although not exactly these terms), as part of this effort. We were told 

that we just needed to be more careful with how we plundered (Smith, 2012). The earth, 

the species-lost, endangered and yet-to-be-endangered (including human beings), and 

people resisting and bearing the greatest weight of environmental and social oppression – 

black, brown, and indigenous visionaries, as well as people across the sciences – are 

telling us in no uncertain terms, that we cannot rest easy. In calling for substantial critical 

spiritual development toward an engaged U.S. democracy, Cornel West (2010) states, 

“our nation is on its way to becoming the greatest tragedy of human history, precisely 

because it believes it can conquer the world and not in the process lose its soul” (p. 626). 
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It is this question of soul, of an embodied sense of interconnected relationality that I am 

interested in exploring as an art educator.  

 Drawing from an ecological framework of resilience (Walker & Salt, 2012), this 

section further addresses the idea of restorative art pedagogy for renewing the resources 

of human resiliency, generating the capacity to act and change. While I will work to 

define my terms, in this section, I am assuming the reader is or can easily become 

familiar with the realities of global warming/violence against the planet (Solnit, 2017) 

and the truth of climate science. As teachers, it will be necessary for us to educate on 

these topics, but in this section I am attempting to address the costs of an exclusively 

information driven approach, and to counter or perhaps replace a curriculum which 

overwhelms and immobilizes the stakeholders in the health of our planet through 

devastating facts resulting in the ‘great acceleration’ (Cook & Balayannis, 2015; Macy & 

Johnstone, 2015). I am proposing this pedagogy as supplementary to the wealth of 

documentaries, news articles, and works of art that prove the existence of the problems 

we face. This is a pedagogy to prevent or address feelings of hopelessness, advocate for 

social and critical inquiry at the center of our solutions, and hopefully to restore agency in 

our collective(s).  

 Taking up a framework of co-production, which seeks to understand how natural 

and social phenomena iteratively manufacture one another, Cook and Balayannis (2015) 

question, “what form of governance do the Great Acceleration and the associated fear 

narratives co- produce?” (p. 275). Additionally, I would also like to ask, can we mend the 

relationships leading to the Great Acceleration? Porges’ (2011) PolyVagal theory outlines 

fear as a physiological state inherent to the mammalian nervous system whose function is 
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to ensure our survival. Insofar as fear is related to an imminent threat, and enables us to 

move from that threat in self-protection, fear is wholly necessary for human survival. 

Immobility, a state beyond fear that is also characterized by states of freeze, feigning 

death, or overwhelm (Porges, 2011), is also a highly adaptive mammalian response to life 

threatening experiences whereby the nervous system literally slows, coming as close to 

death as possible to both alleviate pain and signal to a predator to leave it alone. Both of 

these physiological states, if chronically aroused, can result in symptoms of post-

traumatic stress and have the potential to greatly inhibit agency, health, and resiliency at 

individual, community and societal levels (Levine, 2010; Porges, 2011). Therefore, as 

Cook and Balayannis (2015) suggest, the question of how we are using fear is of utmost 

importance when imagining ways to motivate the massive cultural shifts necessary for 

addressing the ‘great acceleration’. If in our solutions we deem it necessary to serve an 

ounce of fear, then, as the late civil rights elder Vincent Harding (Tippet & Harding, 

2014) champions, let it be paired with at least two ounces of hope. An informed hope, 

and what Macy and Johnstone (2015) call an active hope, is likely a more effective tool 

for social change.  

 Buddhist scholar and environmental activist Johanna Macy escribes this manner 

of activism as “the work that reconnects” (Macy & Johnstone, 2015 p. 67). Drawing from 

research in Buddhist practice, general systems theory, and counseling psychology, Macy 

and Johnstone (2015) suggest that in addition to information about the state of the world, 

people need practices that enable them to feel connected to the possibility of positive 

outcomes as well as the validation and capacity to grieve our current circumstances. They 

state, “a central principle of the Work That Reconnects is that pain for the world, a phrase 
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that covers a range of feelings, is a normal, healthy response to a world in trauma” (Macy 

& Johnstone, 2015, p. 67).  

 To situate this notion, I would like to refer to a systems definition of trauma from 

the Somatic Experiencing/Organic Intelligence models of nervous system regulation and 

trauma resolution. From my training in somatic-based therapeutic modalities, I have 

learned to define trauma as ‘unintegrated resource,’ implying that rather than some 

fundamental change to a system, trauma is a set of systemic self-protective responses that 

at one time were life-saving, and remain in the body past their necessary function 

(Levine, 2010). From this framework, post-traumatic stress symptoms create a kind of 

‘new normal’ for the body and experience. Collectively this ‘new normal,’ which I 

believe is mistakenly conflated with human nature in Anthropocene discourse (Baskin, 

2015), manifests as utter desecration and devastation by those in power to the planet and 

planetary sub-systems, including dehumanization of many marginalized groups of human 

beings. The normalization of these practices is exactly what needs to be addressed if we 

are to move forward toward restoration. As an art educator, I believe practice of making 

art taught within a critical ecological framework has the capacity to supplement such 

restoration.  

 As previously outlined, a foundational tenet of Western ontology is the belief in a 

separation of spheres (Bhabha, 1985; Davis & Sumara, 2006; Smith, 2012) under which 

the world is viewed as an amalgamation of discrete and knowable parts. I believe it is 

relevant to relate to this process of separation as a mapping of cultural, planetary, and 

historical trauma. It cannot be understated that these separations have been primarily in 

service of concentrating power (Foucault, 1982) in the hands of the ruling and colonizing 
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classes, and life-ways of ecological connection and sustainable practices have been 

increasingly and intentionally erased through genocidal (McLean, 2013) and neoliberal 

(Giroux, 2010) regimes. As Althusser (1971) explains that for a social system to name or 

hail how a person is particularly situated in that system, is to implicate and make them 

complicit in the dominant social narrative, regardless of whether that naming serves their 

interests or validates their dignity. The colonial pattern of this naming as a construction 

of power (Bhabha, 1985) often suggests a false binary. This can be seen in the asinine 

and wholly unfounded ‘debate’ on the existence of global warming, manifest as the false 

appearance of two founded and compelling sides of a thought experiment or 

philosophical conundrum, rather than corporate and elite propaganda to retain control. 

Those who deny the climate science do so exclusively to maintain and manufacture 

power under the guise of an equally weighted “side” in a debate. In this case, as with 

white supremacy, patriarchy, and other tools of colonization, an elite minority has created 

the illusion of an ideological dichotomy to fabricate social control.  

 If we take a systems or ecological approach to environmental restoration, our task 

really is to reconcile the discrepancies between our social and ideological systems and the 

nested (Davis & Sumara, 2006) biological systems of the planet. The fact is that we not 

only live on the planet, we are the planet. The cells that comprise my being, even though 

it is a human being, do not thrive under separate conditions from the cells of a dandelion, 

pigeon, or wild river. I am the planet. Of course, a necessary ontological shift away from 

the anthropocentric thinking leading to the great acceleration is to know, also, that I am 

not the planet, and that the planet is so much more than humanity. To respond to the 

moment with plurality, vision, and complex (Davis & Sumara, 2006) modes of thinking 
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we have to synthesize both; we are and are not, the planet.  

 If we count the quantitative mass of humans vs. nature, nature is a vastly larger 

category but with little to no political or social power in western ideology as evidenced 

by the Anthropocene. In many ways the Anthropocene has been enabled precisely 

because colonial and corporate interests have denied what Winona LaDuke (2016), 

drawing from her Anishinaabekwe (Ojibwe) wisdom and work as an indigenous activist, 

calls the rights of nature: the legal, moral, and ethical framework wherein the earth as a 

living system inherently deserves protection. While it may be seductive to believe 

consumerism, war, destruction, and greed are ‘human nature,’ a poetic and convenient 

oxymoron, I believe the factors contributing most to our current environmental crises are 

ideological, and should not be separated from their lowly beginnings (Foucault, 1982).  

 Baskin (2015) outlines the predominant discourses framing the timeline, 

emergence, and reasons for the Anthropocene, highlighting the incredibly social and 

ideological qualities the supposed epoch. He says “in the scientific versions, the empirical 

observations are so en-meshed in value-laden assumptions and prescriptions that ‘the 

Anthropocene’ reveals itself as something beyond, or other than, a scientific concept” (p. 

10). Instead of disqualifying the premise, we can turn toward the social sciences and the 

humanities not only for understanding, but, as Haraway (2104) suggests, for solutions 

that may be overlooked in empirically driven scientific methods.  

 I believe one reality of great importance to Anthropocene discourse is the 

ideological separation of people from the planet, and the acts of planetary destruction 

enabled by this deeply inaccurate relationship. As Braddock (2015) illustrates, the term 

nature has been constructed in the West to identify a vast set of non-human objects with 
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which we come into contact. Although we typically understand nature to be ‘out there’ 

and ‘natural,’ the term itself is entirely contrived out of the notion of a pre-ordained 

human hierarchy whose purpose is to control the ‘wilderness.’ Illustrating this premise, 

Braddock (2015) quotes McKibbin in stating, “Nature’s independence is its meaning; 

without it there is nothing but us” (p. 19).  

 

 
 
 
 
 
 
 
 
Figure 6. 
no one but us 
A.B. Ramsey 
(2017) 
gouache on paper 

 An extenuating dilemma in this framework, which Braddock does not touch upon, 

is that the category of humanness is also politically and socially constructed (Alexander, 

2010; Braidotti, 2013). The human separation from wilderness and nature supports an 

ideological relationship to both the non-human planet, and systemically dehumanized 

people that legitimates destruction and plunder (Coates, 2015; Smith, 2012). Because 

human-ness has not been, and still is not, legally and socially afforded to all people, our 

conversations about ecological restoration must necessarily also be conversations about 

decolonization, feminism, anti-racism and other social justice discourses.  

 Not coincidentally, these discourses have historically taken the shape of complex 

ecological, intersectional, non-normative, and non-binary frameworks and therefore have 

the capacity to serve as more sustainable roadmaps for the work. Additionally, social 
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sciences and humanities have cultivated research methodologies capable of 

acknowledging, uplifting, and validating a world of plurality and advancing justice. On 

the development of research methodologies for the postmodern era, Ellis, Adams, and 

Bochner (2011) state,  

 scholars began illustrating how the ‘facts’ and ‘truths’ scientists ‘found’ were 

 inextricably tied to the vocabularies and paradigms the scientists used to represent 

 them. They recognized the impossibility of and lack of desire for master, 

 universal narratives. They understood new relationships between authors, 

 audiences, and texts and they  realized that stories were complex, constitutive, 

 meaningful phenomena that taught morals and ethics, introduced unique ways of 

 thinking and feeling, and helped people make sense of themselves and others. For 

 the most part, those who advocate and insist on canonical forms of doing and 

 writing research are advocating a White, masculine, heterosexual, middle/upper-

 classed, Christian, able- bodied perspective. (pp. 3-4)  

Art Education for SocioEcological Justice in the Anthropocene:  

 The truth is that I don’t know if teaching art will help our situation. I believe one 

of the best ways to teach art in this time is to teach in a way that contributes to a 

collective shift toward restorative ecological and social justice. Toward this end, I am 

exploring intersections between environmental and art education. As outlined by McLean 

(2013) and Graham (2007), environmental education often attempts to remove or 

diminish the social from the natural. McLean (2013) elaborates on the fact that the 

environmentally destructive practices have their roots in Western colonial ideology. She 

states,  
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 many environmental education programs problematically center ecology in a 

 frame that focuses on the effects of environmental destruction, which 

 depoliticizes and silences primary causes such as colonialism, capitalism, and 

 white supremacy. As a result, the socially acceptable solutions students are 

 invited to engage in are often individualistic, and celebrate white middleclass 

 subjectivities through activities such as recycling, biking, or buying from organic 

 Farmer’s Markets—such solutions do not challenge racialized systems of 

 inequality. (p. 357) 

McLean and the students she worked with explain that many solutions explored in their 

environmental education classes seemed to ignore the need for activism and political, 

social, and civic engagement. In this manner, environmental education runs a parallel 

narrative to authors of the Anthropocene in that it still operates under the delusion that 

white, patriarchal, and colonial thought is neutral. McLean (2013) summarizes that, 

“instead, many outdoor education programs are problematically inviting students to 

‘reconnect with the land’ without incorporating an analysis of the violent history that led 

to white-settlers’ illegitimate occupation of Indigenous territories” (p. 359).  

 Art and Visual Culture Education has a strong orientation toward social justice, 

social theory, and activist practices (Garber, 2004). For this reason, I believe a marriage 

of the two could lead to potent sites of learning, inquiry, and positive and sustainable 

change. Artists need to consider the environmental and material costs as well as potential 

positive effects of our making, and environmental education can draw from the strong 

social justice orientation available in art education discourse.  

 If we are to look back, and look around, to know this time we live in, let it be in 
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the quest for understanding what has allowed and enabled our species to act in this 

manner. We must stop seeking proof and seeking blame. We have the former by the ton, 

and the latter is truly no solution. Let us replace our continued quest for proof with a 

quest for right livelihood, and our quest for blame with radical ownership of our roles as 

stewards and members of a larger human/non-human community. I propose to move 

beyond the dangerous binary that, especially as constituents of the public, we are part of 

either the solution or the problem. Our contemporary lives are lives between many 

problems and solutions, requiring our diligent attention; and our hands likely cannot be 

clean, we cannot be pure. Let us be gentle with ourselves, knowing that this moment is 

built upon generations of ideologies that favor power of the few over the many. Where 

we find ourselves in positions of privilege, where we are the few, may we have the 

courage to divest from the material and ideological structures that generate inequality and 

oppression. Where we are the many, let us have the courage to look toward the deep 

traditions of resistance, wisdom, and hope, especially through creative endeavors, to 

know we have what we need to live with dignity, for justice, and as peace. And, may we 

teach our children well. 
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Chapter 5   

Making as Tending: Art and Visual Culture Education for School and Community 

Gardens 

 If we are indeed in the Anthropocene, what should we tell the kids? I actively 

hope we can empower youth to inherit this world responsibly. Every teacher’s life’s 

work, in some form or another, is in service of this call. To prepare our children, we must 

ask deeply, what specifically they need to shepherd and participate in the necessary 

paradigm shifts for just and sustainable futures. I believe they need to feel part of the 

planet and their communities. I believe they need to feel safe and at home in their bodies 

and lives. I believe they need to care, and I believe they need to be freed from the 

suffering and oppression caused by imperialist, white-supremacist, capitalist patriarchy 

(hooks, 1994), otherwise known as the Anthropocene.   

 Young people need means to developing, and re-developing, alternate ontologies 

in response to current socioecological conditions. Art and visual culture education in 

school and community gardens is a rich interdisciplinary intersection of social theory, 

science, and ancient homo sapiens practices of both agriculture and artistic making. This 

is an investigation of how art curriculum might encourage participants to expect and 

embrace the dynamics of possibility, uncertainty, and plurality inherent to life. It is an 

attempt to incorporate art and complexity into the lexicon of science-based garden 

education because, as Ellis and Bochner (2000) state, “the ‘facts’ scientists see are 

inextricably connected to the vocabulary they use to express or represent them” (p. 735). 

 In The Art of SocioEcological Transformation, Hawkins, Marston, Ingram, and 

Straughan (2015) propose “that without an ontology that accounts for human-non-human 
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collectives, we are unable to explore new capacities or to reflect seriously on how we 

could be different than we currently are” (p. 339). They present the notion of “learning to 

be affected” as fundamental in transformative SocioEcological co-fabrication of the 

global soma (the collective human/non-human ecology), and propose art-science 

collaboration as a suitable vehicle for co-creating emergent public awareness toward 

“post-human aesthetics” (p. 334). A goal of this curriculum is to offer students an 

experience of a socioecological relationship to our place that eschews anthropocentrism 

in favor of an autonomous relationality and social engagement with a plurality of players 

in the collective soma. 

 In terms of social reconstruction (Schiro, 2013), this curriculum is proposing to 

situate the future in the context of the present and provide participants with an 

opportunity to regenerate their sense of place and self through making art in the garden. 

As illustrated by Kidd (2014), teachers and students both need new models for 

participating in the education systems that take into account the importance of 

uncertainty. Young people deserve to develop the ability to be resilient within plurality. 

Through this curriculum, I am attempting to facilitate experiences of uncertainty through 

the present moment in ways that maintain present time orientation to the environment 

(Porges, 2011). I am hoping to facilitate away from uncertainty as immobility and toward 

uncertainty as possibility.  

 I have come to this art-science curriculum through personal connections to the 

work, including backyard gardening, my training in somatic therapy, and my practice as a 

visual artist. Baudrillard, quoted by Serig (2011), states “for what you really collect is 
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always yourself” (p. 47). I am attempting to better understand my own process and 

potential as a facilitator for positive social change through this project and curriculum. 

Project 

In developing this curriculum over the past four semesters, I had several 

opportunities to sit down with school and community garden educators through the 

University of Arizona’s School of Geography and Development’s Community and 

School Garden Program. Many of them have expressed enthusiasm about the idea of 

including art and visual culture in their curriculum. From these conversations, I learned 

that people often make connections between art and gardening, and art is already a 

popular mainstay of youth gardening curricula. The community garden is well established 

as a holistic setting for radical community development and positive change (McIlvaine-

Newsad & Porter, 2013). Through this research, I want to investigate how artistic and 

creative exploration of natural systems, including horticulture and local food production, 

can increase care for self, others, and the natural environment as members of the greater 

ecosystem.  

 Through my relationships with the School of Geography, I have been able to 

facilitate some of my lessons, including a workshop with the Tucson Unified School 

District’s Green Academy, and a four-lesson unit with the Mansfeld Magnet Middle 

School after school program, Girls Excelling at Math and Science (G.E.M.S.). This next 

section will include program design and reflections from the G.E.M.S. program. All 

lessons and handouts are included in Appendix A.     
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Program Description 

 I created The Making as Tending curriculum to work with students at school and 

community garden sites to deepen our collective relationships to place, embodiment, and 

ecological stewardship through visual art. In this curriculum students explore various art 

making techniques, including drawing, painting, printmaking, collage, and poetry as 

technologies of tending and cultivating affective and interpersonal connections to the 

garden and the greater ecological community connected to their garden sites. Students 

work collaboratively and independently to synthesize visual art processes as tools for 

communicating, learning, and relating to our ecological contexts. Garden practices of 

cultivating, tending, mending, and amending are taken up as place-based, affective 

metaphors for the making process. Special attention is paid to the qualities of gardening 

and visual art that enable deepening and mending our sense of place and relational 

membership in our personal, collective, and human/non-human ecological systems. Thus, 

this program engages visual art making as a practice of restoration for human/non-human 

relational resiliency.   

Program Goals 

• Artistic exploration and expression will cultivate community and personal 

resources essential to the growth and vitality of our shared environment and 

provide a context of belonging to the earth and our communities from which to 

engage the social and biological challenges present in our world. 

• Artistic and creative exploration of natural systems, including horticulture 

and local food production, will increase care for self, others, and the natural 

environment as members of the greater ecosystem.  
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• Art and gardening will be engaged toward renewing resources of human 

resiliency through creative expression, connection to place, and deepening sense 

of self in a relational world.  

• The garden will be accessed through visual art practices as a holographic 

site for encountering complexity and ecology toward internalizing posthuman 

aesthetic.  

Program Objectives:  

 Through this program, participants will: 

• create works of art that reflect their encounters with complexity, justice, 

and beauty in their school garden. 

• synthesize ideas of ecological interconnectedness through visual 

artmaking practices. 

• investigate intersections of social justice, gardening, and visual art. 

• explore observable principles of design in the natural world. 

• use direct observation to create original works of art whenever possible. 

Site 

 Mansfeld Magnet Middle Magnet School - “Girls Excelling at Math and Science” 

after school program will be chosen as the site to implement this curriculum. Ten middle 

school girls, all of whom helped build and tend the school garden will attend all four 

sessions. Programming will take place in both the garden and science classroom, 

consistent with the design of their club. Volunteers and staff from the University of 

Arizona SEEC (Supporting Environmental Education and Communities) program, the 

university’s School of Geography and Development, and the middle school science 
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teacher will also be in attendance. Racial demographics of the class – 9 students of color, 

1 white student, and all white teachers. All students and teachers are female identified. 

General Overview of Lessons 

 While the lessons for this program are included in Appendix A, this section will 

offer a brief description of the activities I facilitated with the G.E.M.S. program. My 

intention with this program was to engage the garden as the primary art-making site. 

Toward that goal, we spent time in the garden every lesson. Because the G.E.M.S. garden 

wasn’t conducive to being there for the duration for the lesson, which I discuss further in 

the reflections, we spent at least half of each day in the science classroom.  

 The first day we played a game identifying ourselves and the existing 

friendships/relationships among the group. We did a mindfulness activity using the five 

senses and social engagement to experience being in the garden. Then we watched a short 

BBC video on Benoit Mandlebrot and fractals, which set us up to go on a fractal treasure 

hunt. For this activity, the students used their phones in pairs or small groups and 

searched for fractals on their school campus. They also looked for evidence of beauty, 

justice, and things they hoped to change in the world. For closure, we shared the images 

we collected.  

 The second day we started out by looking at different kinds of seeds for 

inspiration to create our own images of imaginary seeds. I passed out paper with a 

passage by Thich Naht Hanh about interconnectedness, which we read together. On the 

back, students were then instructed to draw seeds of “things they would like to grow in 

the world.” After this we began our drawings in the garden. Reminded of the basic fractal 

structure of growth, the students searched through the garden and surrounding area for 
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imagery that captured their attention. The drawing was facilitated as a mindfulness 

activity, using the senses of vision and touch to connect to the drawing process. At the 

end, we shared our work, searching for ecological commonality among our seeds and 

garden drawings, as well as stylistic differences of interpretation.  

 The third day we began painting our drawings. The students were using Gouache, 

a new material for everyone, though all of them had experience with watercolor. We 

began with a mindfulness activity exploring how the medium interacted with water and 

paper, and investigating what we did and did not feel ‘in control’ of when laying paint on 

the paper. The rest of the class period was dedicated to painting. We took a break in the 

middle to be in the garden, and some students chose to bring cuttings back to their work 

stations to integrate into their paintings.  

 The fourth and final day, the students spent the majority of the time finishing their 

paintings. In fact, we had to cut our final activity short because every time I tasked them 

to wrap up, they just kept painting. The closure activity I wrote for the unit was a 

mapping of the ecological systems we had represented in the paintings, which we were 

going to play as a game outside in the garden. However, because they were intent on 

continuing to paint, I modified the game into a more informal sharing at the end. To wrap 

up, we went around the room and identified as a group how many species were in each 

painting, and what human and non-human elements were depicted. The next person who 

shared started with a commonality theirs had the previous painting.      
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Reflections  

Logistical Program Reflections 

 This program proved strong in its ability to get students outside and interfacing 

with other species. Because I did not structure this project to research the students’ 

experiences, I can’t speak to or interpret their reactions. On whole, however, I believe 

they responded positively to the activities and ideas I facilitated. They are a particularly 

smart and kind group of students, and made for a very easy trial run as they required very 

little classroom management. One of the reasons I am interested in working with gardens 

is they provide a greater container for student energy than the brick-and-mortar 

classroom. They stabilize the engagement a little more, and I found this to be true 

facilitating these lessons.   

 In the future, I hope for this curriculum to be taught in tandem and collaboration 

with a gardening curriculum. One reason I value the field of Art and Visual Culture 

Education is its transdisciplinary nature, and I found that teaching this as a separate insert 

into what the club was doing felt a little detached from the science and the actual 

gardening. I hope in the future to have a co-teacher where we can integrate art, science, 

and gardening at the same time.  

 I also hope to seek out garden educators who hold curricular goals of interrupting 

narratives of human/nature divides, whiteness and wilderness, and reductive practices of 

green environmentalism. I observed how easy it was to maintain narratives of 

interconnectedness and holism as a kind of erasure of difference (Biesta, 2013). In the 

future I hope to incorporate a social justice theme into the lessons. For example, one day 

could be informed by queer theory as we investigate perceptions of normativity and non-
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normativty in the garden. Another day we could be looking at food justice and mapping 

food deserts through art.   

 I also observed myself diminishing these aspects of my framework because I was 

teaching in someone else’s classroom, and the teacher was there observing me teach the 

whole time. I don’t know whether I actively censored myself, or just felt nervous to be 

observed. I know I felt like I needed to perform success. Complicity in systems of 

oppression gets perpetuated by our need to belong, and for approval. As a guest in 

someone else’s classroom, I felt a need to be careful about what I said. I believe being 

more explicit in my own curriculum, and better communication at the beginning of 

teaching would help with this. In the future, I plan to center philosophical and theoretical 

readings into the curriculum, so I’m not just teaching a studio class and fielding whatever 

political questions arise. I find it is easier for me as a facilitator to access my critical mind 

when I have a reading to refer to, and I wonder if the same might be true for students in 

my class. I think this links back to the fact that I designed this curriculum for the garden, 

but instead ended up teaching in the classroom.  

 Finally, I would work to incorporate artists who are working at intersections of 

posthumanism, ecology, and critical theory to show students how they might 

conceptualize praxis through visual art.  

 The garden at Mansfeld Magnet Middle School is a container garden on a 

concrete floor within a 12 foot by 8 foot chain link fence. I came to refer to it as the ‘tiny 

garden of feminist resistance,’ especially after learning that the administration wasn’t 

particularly supportive of its presence. Because of the garden design, we spent the 

majority of our art-making time in the science classroom. While we still engaged the 
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garden quite a bit, my dream would be to teach this curriculum in a way that we spend 

most of the time making art while physically in the garden.  

Personal Reflection 

 As a teacher, I am interested in sites of practice that enable me to feel whole and 

embodied. On the performative nature of teaching, Parkinson (2008) states, “teachers 

have a choice to make: surrender or act” (p. 51). Wary of binaries, I mistrust the notion 

that this is a one-time “choice,” but consider both surrendering and acting as fundamental 

to my experiences as a teacher.  

 Although I believe gardens are particularly rich sites for art education praxis, my 

initial and still strongest impulse to investigate them is personal. I feel good in gardens. 

Insofar as teachers function as containers and signifiers of the possible in the learning 

environment, I believe the teacher container is a relevant lens. Immediately after teaching 

my lessons in the gardens, I took time to write personal reflections, focusing primarily on 

my sense of container. I noted the nomadic nature of community education, how we 

travel into educational spaces that are not our own, with our supplies. I wrote that a 

community art educator is like a turtle, and perhaps their shell is the curriculum. Then, 

after spending a week in silence in the desert, I realized in one moment that a teacher’s 

home is in fact not their curriculum; it is their body. This is why I try to be careful where 

I take mine.  

 I used my reflections primarily to improve the lesson plans. Then, a month after 

teaching the unit, I returned to the reflections and created erasure poems from them. 

Cooney (2014) says, erasure poems “take what appear to be simple gestures and produce 

a complex and often contradictory art that simultaneously breaks free of the past and 
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recalls it in the fragments of appropriated text” (p. 16). I sought to listen with a third ear 

to my writings in an attempt to appropriate the unspoken. I have included the results of 

this process in this section. The following poem, in its entirety, was in one of my 

reflections after teaching.  

 
The community art educator is a turtle 
Their body the home of their classroom 
without a fixed location  
 
The art educator is an alchemist 
Working with what was previously nonexistent.  
To forge the relationship with/in and beyond. 
 
 

Radical nothing is more precious than anything 

 Proposing literary posthuman pedagogy, Weaver (2010), drawing from 

Heidegger, says “every word in a language contains a poetic essence but just because 

every word shares this potential does not mean words reach their poetic power” (p. 2). I 

listened and looked for the poetic nature of words to create the following erasure poems 

from my teacher reflections. I read through them once, listening for poetry between the 

words. I erased (obscured) anything obfuscating those themes, then I repeated the process 

two more times. Weaver (2010) goes on to state, “what should come as a pleasant an 

ironic surprise is it is the poetic and literary worlds that provide us with the most hope to 

understand what it means to live in a posthuman world” (p. 2). I am hoping, through 

these erasure poems, to capture some essence, beyond literality, of what it has meant to 

me to engage this curriculum as a subjective participant in my community. In writing the 

reflections, I engaged vulnerability when possible, which has meant allowing heart-ache, 

discomfort, and insecurity to be acknowledged alongside my performance as a 
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professional academic educator. The following photograph is from the first day of the 

program. 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 7.  
Web of 
relationship
s 
A.B. 
Ramsey 
2017 
photograph 

 
Day 1 reflections: 
Watercolor paper, visual journal (Maybe need a smaller pad) 
Make kit 
Planning –  
Learning the GoPro settings – how to take time-lapse – new media 
Have it set to take a photo every 10 seconds 
Not sure how to mount it – this is part of the experiment 
My research is on the process of experimentation, because the primary question is, what 
might it  
1st step is building the curriculum, 2nd step is participatory action research. 
Tiny public garden of feminist resistance.   
After teaching –  
I feel good afterward. I notice I am not freezy, little, but not much. Not nearly as much as 
I can be sometimes.  
This is a wonderful group to be trying these lessons with, because they are engaged and 
nice. There is very little classroom management, which allows me to see the holes.  
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Holes I saw – going back and forth between classroom and garden isn’t accessible, the 
garden  
Next week we can draw from either the garden or from something else out there. Could 
they take a cutting and bring it in? Then eat it afterward? Draw it, then eat it!! Awesome! 
Getting the photos off their phones is hard. Only 2 students had Instagram, some were 
able to email them, but not all. I’ll have them email them to me next week if I haven’t 
received any. Maybe we can connect them to Susan’s computer, too.  
10 students attended the first day. They found tons of fractals.  
Orienting to the environment and the game at the beginning went well. They were easily 
able to connect through their senses, especially sound and visual.  
They all doodle or draw, 2 of them take art as an elective. Some of them like to make art 
on their own, all of them draw or doodle and most have painted with watercolor.  
It is much easier to write curriculum after having done one class. I can imagine being 
there. Embodiment of the actual experience, which is the difference between thinking 
about teaching and actually teaching.  
I had fun! The idea was to have fun. 
They named some things they like about art and gardening that are the same.  
Personal: Before going, and after going my heart was very heavy. While I was there, I 
felt in my own life, like myself. No thinking, no worrying. That is why staying active is 
really really good for me through this grieving process. I do have to slow down in life, 
there are natural moments, but I should trend as much as possible to stay engaged.  
Imaginary seeds of real feminist futures! Seeds of feminist possibility! 
Read complexity and education chapter again on shapes to talk about the radical 
possibility that nothing is better than anything else, that nothing is more precious or more 
valuable than anything else. That everything matters…is that true? 
The cycle of life? Are we facing endings? Things will keep going, but at some point what 
we are destroying will destroy us.  
I noticed I kept referring to the cycle of gardening as something that could go on forever, 
however I we run out of clean water, clean air…the cycle of gardening can’t go on. 
Maybe we can talk about this after the poem. Actually do all of this before the seed 
drawing activity.  
Ask Susan and Michelle if they can take a cutting from the garden to draw in the 
classroom and then eat at the end.  
 
… 
Reflections from day 2 –  
Feeling very freezy as I was teaching and afterward (probably) before too) Hadn’t eaten. 
The body is a technology to know the experience of teaching. Affective pedagogy is not 
outside of the teacher. In a posthuman rejection of objectivity, certainly the experience of 
the teacher is part of the class. It’s actually the biggest part for the teacher.  
Finger tracing is awesome! 
The seeds of future change is so fun!  
One student wanted to grow a seed to end the president! 
Teaching for me can be a kind of out of body experience. Just something that 
happens…sometimes I feel not cut out for it.  
I can’t leave out the position of fresh out of a break up –  
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Every lock has two keys 
Every entry, two locks 
One allowing itself to be turned 
To click out of position 
With metal 
forged, toothed, and machined  
by will and design 
 
It will be opened, also,  
Only by loss so penetrating 
Or by love so great 
As to tip its whole world 
To an axis spread apart 
incapable of  
Shutting, clasping or closing at all. 
 
Thus the broken hearted  
Is always also the open hearted 
As the heart, in its nature 
Cannot lock.  
 
(This section cut and pasted from research on the cellulose structure of paper) 
To better explain watercolor paper – remember that paper is made from trees, from plant  
The fibers in paper soak up water just like trees to, they absorb water. So this paper is 
thicker so it is able to absorb more water.  
Well this is a well thought-out question. You obviously know that paper is made from 
trees, so we'll start there. Trees are part of the plant kingdom. There are several common 
characteristics that all plants share, one is that their cells are covered in cell walls. This 
cell wall is in addition to the cell membrane, which is what every other cell in the world 
is covered in (all the cells in your body are covered in cell membranes, but not cell 
walls). Cell walls are different from cell membranes in many ways, but one is that they 
are made from cellulose, a complex molecule that  
cellulose is a type of sugar molecule and is formed into fibers in the cell wall. It helps 
make the plant cells tougher. 
In the process of making paper, a portion of the tree is turned into pulp by grinding the 
tree up (like in a blender). Tree pulp is kind of similar to the pulp you After the tree is 
ground into pulp most of the trees cells have pretty much burst. The pulp is made of a 
bunch of cell material, including most importantly, the cell wall. The pulp is dried, 
bleached, and further processed to remove most of the cellular material other than the 
cellulose. In the end. you have paper. So paper is mostly made of cellulose. And by the 
end of the whole process there wouldn't be any whole cells left, they would have been all 
destroyed in the process of making the paper. 
Humans cannot digest cellulose because we do not contain the appropriate enzymes. 
Enzymes are molecules that can help us break down other molecules. If you eat paper 
does it taste like sugar? Why not? If paper is made from cellulose and cellulose is a type 
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of sugar, then why doesn't it taste sweet? I'll tell you why... humans have evolved the 
ability to taste only some of the many forms of sugar molecules that exist in the world. 
We don't have the ability to detect the taste of cellulose. And, we can't digest it so it 
makes sense that it doesn't taste like anything to us. 
Relational aesthetics 
I am in relation with the students, they are living their lives and our paths have crossed . 
If we are not in our bodies, what does it matter? I’m not feeling super in my body, and 
feeling rather incapable of connection. What is the sense of connection. I feel kind of shut 
down, freezy is actually it. I can include a map of this idea. Social engagement.  
ere were moments of social engagement on the stairs in transition. 
………………………………………………………………………………………………
……… 
I find it hard to bring my own container into other people’s environments. Challenge of 
the turtle community art educator.  
On perfectionism and permission – what am I allowed to do and to say? 
Donna Haraway – I want to teach to the notion of the capitalocene  
Art/science activisms – potent alliance with those working with beauty and fury. 
Enlisting the  
Enacting solidarity through crocheting –  
Participatory art reflects the truth that we are lichens – how can I integrate this.  
Chthulucene reworlding 
Chthonic powers that are in our grasp -  
Chthulucene - 
……………………………………………………………………………………… 
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Figure 8. 
Facing endings 
A.B. Ramsey (2017) 
Gouache on paper 
 

Are we facing endings?(2017) 
 
Radical nothing  
Is more precious 
Than anything 
 
What we are destroying 
Will destroy us 
 
The cycle could go on 
Forever 
 
Clean air, clean water 
Can’t 
 
Maybe we can talk  
About this 
Before the seed 
They draw in the 
Classroom 
 
And eat at the end
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Conclusion 

Enact solidarity through the truth that re-worlding is in our grasp 

 Posthuman art education troubles traditionally constructed notions of teacher and 

student. They become plural, dynamic, and uncertain positions, not as a lovely or 

political idea, but a deep seeded biological reality. On biological plurality, in particular 

the microbiome, Haraway (2014) refers to an “explosion in the biologies of multi-species 

becoming with, of an understanding that to be a one at all you must be a many and that is 

not a metaphor. That it’s about the tissues of anything at all” (n. p.). 

 I don’t feel this curriculum actualized all of the ideas presented in this thesis. I 

think to do so would require much more time, a stronger relationship with the students, 

and a more stable site to make art in the garden.  

 I noticed that, despite being informed by critical and social theory, including 

feminist, decolonial, and queer theory, I felt in some ways that my curriculum maintained 

narratives of nature/human divides and white individualism as green responsiveness. I 

believe the curriculum was well grounded in affect and mindfulness as place-based 

practices, but my critical lens was less apparent than I hope for it to be. I want young 

people to be able to engage directly with social theory. I hope in the future to sew critical 

inquiry more overtly and firmly into the lessons through readings and lessons with the 

students. I think teaching directly in tandem with gardening curriculum might help with 

this as well, as the garden and gardening practices are in fact the hub of social (and thus 

social justice) practices I am seeking to engage.  

 In the future, I hope to conduct participatory action research with a group of 

gardening students to turn this curriculum into what it can and needs to be. I know this 
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was a valuable first step in the process, to stabilize the space of teacher and seeds of 

curriculum as ecological nodes of this endeavor.  
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Chapter 6  

Epilogue One 

 This section, functioning as an epilogue to this thesis, takes a literal departure 

from the garden, and from Tucson, to track the philosophy of uncertainty and ‘Works in 

Progress’ as I experienced them on a train ride to my home town of El Paso, Texas. I 

have included this section to conclude this thesis because I believe it embodies the kind 

of uncertainty practices I hope to facilitate with my future students.  

Not There, Nor There:	Public Pedagogy of Work in Progress 

 A note on positionality: I am a queer feminist tomboy, a white lady, anti-racist 

teacher, a grad student artist. I am writing on a train. My $53.72 office space has a floor 

to ceiling window with the desert rolling by for the next 5 to 8 hours. They expect we’ll 

be 3 minutes late. The train stopped for a woman having an “issue.” The police were 

called and the viewing car became voyeur car as we pressed in to extrapolate. Someone 

suggested we “go beat up on her” so we could arrive on time.  

 I am writing this from the position of creative non-fiction, from 3 weeks into the 

election of an international disaster. Four weeks ago, or $ weeks ago, someone told me it 

would all be over on the 8th, on election day. “Or, it will all be beginning”, I replied. A 

year, a century, 400 years, a thousand years ago, it begins again every day.  

 If the body is a technology for the national, a technology for social belonging and 

citizenship, then the collective wounds are constellations of the personal, the personal a 

walking wound of the collective. I am writing this section from just a few steps out of the 

epicenter of the deepest grief and disorientation I have ever experienced in my socio-

political and national sense of self. And, “white tears taste like champagne” (Mailhot, 
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2016).  

 

 
 
 
 
 
 
 
 
 
Figure 9. 
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everywher
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 In this post-election grief, I have found a pattern. What feel like little poems of 

call and response across “t-minus-zero”; 2 a.m.; the wee morning after, drunk from 3 

years dry, on the phone with my mother who is equally devastated and can’t tell the 

difference. A call sounded before the date, a feeling, anticipation, expectation, or 

imagination of what future I was moving toward, met with a disoriented and deeply 

dissonant shatter. This writing is necessarily a pile of those pieces. It is a pyre of the best 

I can do when I’m not at my best...for now; an appropriate technology (Carpenter, 2010) 

of available mental and emotional resources.	These call and response couplets narrate the 

hyper-reality of a near miss. Like the dirty dishes from November 7th  that I cherished for 

a week, their grime sacred, these little poems are a “borderland” of before and after. 

Anzaldua (1987) says, “Borderlands are physically present wherever two or more 

cultures edge each other, where people of different races occupy the same territory, 

where under, lower, middle and upper classes touch, where the space between two 
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individuals shrinks with intimacy” (p. 19). She says, “the U.S.-Mexican border es una 

herida abierta where the Third World grates against the first and bleeds” (p. 25).  

 

 
Figure 10. 

Border in Progress  
Fence Pile West of Cd. Juarez/El Paso 

 (t)here/(t)here: here 11.27.16 
A.B. Ramsey 

(2016) 
Photograph  

 

 These poems are one psychic space split by a political wound, a trauma, a failure 

of past and future. I find the failure of future viscerally frightening. Whether this fear is 

politically manufactured for social control, or just a realistic response to the promises 

made by the person our country elected is unclear. This section is one of these couplets of 

before and after. Because this side of these poems is fraught with cognitive and emotional 

chaos, I am necessarily surrendering to that position as I write. I will fail (Lucero, 2015) 
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the future, writing instead from the present, on a train facing a window to Anzaldua’s 

(1987) literal borderlands between Texas and Mexico. Neither there nor there, this train is 

liminal; in-between, but not among, two of three places I call home. This train is border 

and borderland, a tiny public (Hickey-Moody, 2013) threading the West. Just before 

reaching my childhood home, where I will inevitably revert to a younger self, the Sunset 

Limited runs closest to the Mexico-U.S. border of any domestic train.  

  

Figure 11. 
Traveling companions 
A.B. Ramsey (2016) 
photograph 
 
WIP  

Failing to be to anywhere, I have not ceased to exist. I used to play music with my friend 
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Faith. Back then many of her songs were about an ex, her friend author Roy Scranton 

(2015). I finally had an opportunity to read his text, Learning to Die in the Anthropocene. 

On life in progress, he says  

 while dying may be the easiest thing in the world to do, it's the hardest thing in 

 the world to do well-we are predisposed to avoid, ignore, flee, and fight it till the  

 very last hour. We are impelled in our deepest being to struggle against it. Every 

 time you feel hunger or taste ambition, every time your body tingles with lust or 

 your heart yearns for  recognition, every time you shake with anger or tremble in 

 fear, that's the animal in you  striving for life. We fall into the world caught 

 between two necessities, compelled to live,  born to die, and reconciling them has 

 forever been one of our most challenging puzzles. (Scranton, 2015, p. 89)  

Unless my goal is to ride this train, to be the work in progress, riding as rhizome (Irwin, 

et al., 2008), the liminality could feel like dying. In the present, without a known future 

or contrived security, relinquishing the vigilance for what might keep me safe, still I live. 

It is another kind of faith, to just be and to let go. Being in between is a pedagogy of the 

present moment, “leading to nothing” (Tervo, 2016), not there nor there, but here. Irwin, 

et al. (2008), elaborating on Deleuze and Guattari’s rhizomes, explain, “the metaphor of 

the map is another image they use to describe rhizomes for maps only have middles, with 

no beginnings and endings: they are always becoming” (p. 206). Arriving home from 

home, the sequence is train, river, border, fence, border -OR- train, fence, border, river, 

border, fence, border, train -AND- border, train, fence, river, train, borderland.  

 The space between imagined and realized straddles borders of actual information 

and imaginal (Aizenstat, 2011) information; dreams. It is the pinpoint landscape of the 
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work in progress, the life in process. Irwin, et al. (2008) say, “process is an act of 

invention rather than interpretation where concepts emerge from social engagements and 

encounters” (p. 206). Engaging work in progress, we embody hybridization of reality and 

imagination. They go on to say, “in contemporary education discourse ‘sites of learning’ 

are re-imagined as ‘places in process’ or ‘pedagogies of place’ set within political, 

economic, cultural, ecological and social processes...situations are related to pedagogies 

of place through a commitment to disrupting binaries” (p. 206). Works in progress move 

by degrees within parallel truths, known and unknown, of life and death, complete and 

incomplete. Disrupting the binary of past and future, the border of here and there, 

Burdick, Sandlin, and O’Malley (2013) propose “uncanny dwelling” as a methodology of 

ambiguity, an embodied dignity of unknowing. Capitalist ideology demands that what is 

real and what is imagined exist in a cycle of mutual consumption, fodder for each other’s 

gain. Lucero (2015) offers two positions failure might occupy under this framework. He 

says failure can be either “remediable” or “redeemable” (p. 6). In this view, imagination 

is validated by its ability to produce a profitable reality. At the same time, in the West, 

what is “real” has been heavily constructed by colonial, capitalist, and political ideology 

(Smith, 2012) generating, in actuality, a great ontological departure from ‘how things 

are’. Money and law are real, the electoral college is real, whereas the interdependence of 

human/non-human earth forms is called spiritual, metaphysical, beyond real.  

The Project  

 The work in progress is one place where imagination and reality come into 

relationship. The transition between conceptualization and actualization is an act of faith. 

Developing comfort with the ambiguity, passion, and creativity alive in that liminal space 
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is a task I believe art educators are wise to cultivate and foster for themselves and with 

students. Ellis, Adams, and Bochner (2011) describe autoethnography as  

 an approach to research and writing that seeks to describe and systematically 

 analyze personal experience in order to understand cultural experience. This 

 approach challenges canonical ways of doing research and representing others and 

 treats research as a political, socially-just and socially-conscious act. (p. 273)  

In this section, I will explore the past, present, and future of a work in progress as an 

autoethnography (Ellis & Bochner, 2000) of queer and feminist publicness, failure, and 

the 2016 presidential election. 

The Tiny Gallery of Public Feminism 	

	 The U.S. presidential election was three weeks ago when I wrote this, the sun is 

still rising in the morning, and I am still in the process of converting a bicycle trailer into 

an art gallery. This project is a yet-to-be-completed call from what feels like a lifetime 

ago. As another feminist effort to take up this grand act of failure, I write this section as a 

ceremony. It is one point of entry to integrate the resources of my calls toward a different 

future, a different present. I envision my recent art and work as a pile of effort, a messy 

room. This section is a quilt of that pile.  

 The roots and origins of this bicycle trailer art gallery come from my experience 

as a cyclist and small-scale artist, and reflect my interest in local and hyper-local methods 

of queering (Davis & Sumara, 2006) socio-ecological responsibility. It is possible that the 

hyper-local and the personal will reiterate neoliberal (Giroux, 2010) and Western (Smith, 

2012) idealization of individualism, and reify white-washed ecological interventions. I 

am attempting to keep an eye on the possibility of this art gallery being persuaded to 
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uphold these ideals. I am attempting to “own” and share this gallery in a way that disrupts 

common gallery narratives by inviting my friends and local artists to not only show work, 

but also participate in the placement, naming, and external appearance of the gallery 

when it is finished. 

  

Figure 12. 
Tiny gallery of public feminism 
A.B. Ramsey (2016) 
WIP 
 
 My relationship to and construction of this trailer has been primarily feminist in 

nature, especially in navigating the help I have needed with construction. Sandlin, 

O’Malley, and Burdick (2011) identified a large body feminist scholarship relating to 

public intellectualism as a decentralized and collective effort within public pedagogy. 

Drawing from Brady, they state “research efforts should take seriously the pedagogical 

nature of sites that neither necessarily employ nor require the intervention of an 
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institutionally or hierarchically located public intellectual” (p. 357). Drawing from my 

interpretation of Hickey-Moody’s (2013) inquiry into John Dewey’s term little publics, I 

am relating to the bike trailer as a hub of past, present, and future little publics. Because I 

needed help with design and construction, I was careful to ask people who I knew would 

not bring hierarchy into the teaching and helping relationship. In this public so far is one 

artist, her friend and her mother, two handy friends who helped with design, one grandpa 

from the hardware store, a woman from the local maker-space who helped me cut some 

wood, and my partner (see Epilogue Two).	The first artist I have invited to show in the 

gallery is a friend of mine, oil painter Naomi Ortiz. Naomi is a local disabled mestiza 

artist and writer who is currently working on an installation in response to how many 

places, including art galleries in Tucson, are inaccessible to people with disabilities. In 

addition to exhibiting her work, Naomi has also been consulting with me on how to make 

the tiny gallery accessible, which I have incorporated into short and long term plans.  

 From the depths of the campaigns, maybe 3 months prior to the election, I felt a 

raw urge to drag a pile of pink wood behind me on my bike. Perhaps that was the seed for 

this project. I need to drag something heavy and unattractive around on my bike to 

materialize a kind of public feminism. This trailer is a response to that visceral call.  

Conclusion  

 Since the election, I have been unequivocally in a state of chaos. A Google search 

of the term offers these definitions: “complete disorder and confusion,” “behavior so 

unpredictable as to appear random, owing to great sensitivity to small changes in 

conditions,” “the formless matter supposed to have existed before the creation of the 

universe” (n.d.,n.p.). As a touchstone for the scopes and dimensions of public pedagogy, 
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Burdick, Sandlin, and O’Malley (2013) evoke the notion of aporia, derived from Greek 

to describe an impasse neither having a solution nor desire for a solution. Reconstructed 

by Derrida, “an aporia signifies as expression of doubt or confusion, a moment of 

lostness, the discomfort, apprehension, and paralysis associated with not knowing” (as 

cited in Burdick, Sandlin, & O’Malley, 2013, p. 3). The authors say Derrida “insists that 

the impossibility signaled by the aporetic state is actually a condition of radical 

possibility, one on which the systems of the possible fall apart and can be rethought from 

an ontological ground” (as cited in Burdick, Sandlin, & O’Malley, 2013, p. 4). The two 

sets of three definitions sing very similar songs.	Nothing becomes a success, or comes to 

be at all, without passing through the unknown, the ambiguous, the unpredictable, and the 

vulnerable. Similarly, Irwin, et al. (2008) state,  

 rhizomes are interstitial spaces between thinking and materiality where identities 

 and in- between identities are open to transformations and people, locations and 

 objects are always in the process of creation...Theory is no longer an abstract 

 concept but rather embodies living inquiry, an interstitial relational space for 

 creating, teaching, learning, and researching in a constant state of becoming. (p. 

 206)  

Looking back at the thread of my life, after moments of impact, near misses, or traumatic 

events, I experience periods of hyper-reality qualified by heightened intuitiveness, hyper-

vigilance, and a finely tuned sensitivity to what is and is not healthy, healing, or 

integrative. Post-election has been such an experience.  
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güera de la frontera 
contestable / contemptible 

category 
i plundered a jar of the 

border 
from the river with no water 	

to better understand 	
where I come from... 	
the Mexico, the Tejas, 

the Texas, 	
and the colonizer. 	

The queer, 	
now/here in my roots, 	

this queer and rootless jar 	
of sand or 	
roughness 	

from the	river 
my own grandfather 	

labored 	
so hard 	

to straighten. 
 

 
Figure 13. 

plunder 
A.B. Ramsey (2016) 

Photograph 
 

On the role of pedagogy toward a perpetually active and lived democracy, Giroux (2010) 

quotes Castoradis in saying,  

 let us suppose that a democracy, as complete, perfect, etc., as one might wish, 

 might fall upon us from the heavens: this sort of democracy will not be able to 

 endure for more than  a few years if it does not engender individuals that 

 correspond to it, ones that, first and foremost, are capable of making it function 

 and reproducing it. (p. 492)  
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Macy and Johnstone suggest we cultivate a hope that is founded not on what we believe 

is likely, but rather on what we desire. They suggest that hope means “becoming active 

participants in bringing about what we hope for” (Macy & Johnstone, 2015, p. 3). These 

sentiments remind me of Mary Oliver’s (2006) poem,  

“Thirst”:  

Another morning and I wake with thirst  
for the goodness I do not have. I walk 	
out to the pond and all the way God has  
given us such beautiful lessons. Oh Lord,  
I was never a quick scholar but sulked  
and hunched over my books past the hour  
and the bell; grant me, in your mercy,  
a little more time. Love for the earth 	
and love for you are having such a long  
conversation in my heart. Who knows what  
will finally happen or where I will be sent,  
yet already I have given a great many things  
away, expecting to be told to pack nothing,  
except the prayers which, with this thirst, 	
I am slowly learning.  
 
I am learning that slow is the pace at which I cultivate. It is the pace at which our failures 

teach us through repetition. Our fast eyes and ears have a great deal to resist in the 

coming years. May we heed the wisdom our heart knows, the speed of listening, and 

drinking deeply the way toward becoming whole, respectful, and peaceful. Maybe this 

thirst for peace and justice is public pedagogy as work in progress. 
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Epilogue Two:  

There but for the grace of storytelling 

  

 

 

 
 
 
 
 
 
 
 
 
Figure 14. 
i love you, keep 
going (2017) 
A.B. Ramsey 
gouache on paper 
 

 

We are fractal, there are no two ways about it. The previous section spoke of political 

and social grief, and was written from the vantage point of being on the ‘other side’ of 

catastrophe. Shortly after that writing, maybe even during it, I found myself unexpectedly 

swimming (at times maybe drowning) in deep personal grief. Tremors of it, however, are 

visible throughout most of this work. Thus has been the irony of editing, bumping into 

ghosts of other sides. 

How to mend a broken heart, indeed. 

 

I love you, keep going: Finding a place to put my bags 

 This text is in the back because we have to find safe places for vulnerability. The 

only way I was able to finish this thesis was learning how to stay, how to be gentle with 
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my heart, and just let my heart be. This is a documentation of that process. I debated 

omitting it, because I have conflicting intentions and it is work in progress. I kept it as a 

gesture toward wholeness. Through this narrative, I am acknowledging invisible work 

behind this thesis.    

 Antidote pedagogy for mending and tending requires turning towards experiences 

of brokenness and separation. It requires tenderly holding the moments we are charged to 

show up for. Education and social change informed by complexity (Davis & Sumara, 

2006) presupposes that the work we do at the site of our personal system is a holographic 

element of the whole. It is not enough to stop there, but is absolutely necessary to start 

there. I am using Ellis and Bochner’s (2000) writing on autoethnograpy and narrative 

inquiry to understand and ground this writing.  

 In this moment, I occupy social positions of whiteness and class privilege, 

femaleness, and gender non-conforming tomboy queerness. I am able-bodied, and broken 

hearted (though less and less as time moves on). I don’t know anyone who isn’t grappling 

with how to hold the pain of the world, how to reconcile our wounds and how to heal. I 

wonder, in response to society, the wars, the mass extinction of species, the monsters in 

power, if heartache is an illness; or is it an appropriate response we’re just not allowed to 

have? On narrative autoethnography, Ellis and Bochner (2000) state, “we need a form 

that will allow readers to feel the moral dilemmas, think with our story instead of about 

it…and consider how their own lives can be made a story worth telling” (p. 735). How 

we measure the worthiness of our stories is tricky. In this writing, I’m attempting to 

measure with my heart. 
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Describing the process, Ellis and Bochner (2000) explain, “I start with my 

personal life. I pay attention to my physical feelings, thoughts, and emotions” (p. 737). In 

attempting this methodology, I got stuck on the idea of honesty in my narrative, fearing if 

I am honest, I risk being ‘found out.’ Rogers (2007) offers,  

it's a curious truth that even as we speak, we circle around what is not possible to 

say, reading one another about what to elaborate, what to revise (and even try to 

erase), coming, almost inevitably, to what eludes any possibility of being heard. 

(p. 2) 

This is why this type of research is so difficult. My original intention with this writing 

was to reflect on my experience teaching in school garden sites through my body and 

psyche. Unfortunately, in the weeks leading up to this thesis, my psyche and body as data 

(as lens) changed dramatically. I am surrendering to phenomenological (maybe karmic) 

subjectivity, and vulnerably reporting what I found when I looked.   

We’re not saying what we’re not saying 

 When I speak I often feel a shadow, the negative space of what I haven’t said; the 

other truth. Arizona Poet Laureate Alberto Álvaro Ríos (2017) guides his students to 

write poems exactly the opposite of what they have already written. He said poems of the 

unspoken are more honest and compelling than what students offer freely. This epilogue 

is the negative space of my academic writing. Who we offer our stories to certainly 

shapes (and shape-shifts) how we tell them. As someone with daily narratives of shame 

and imposter syndrome, I wonder how to be honest without cutting myself off at the 

knees.  
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 Shame is a self-protective response, a deep biological and global fight for survival 

(Brown, 2012). In my honesty, the reader might see that I fail with regular precision. The 

reader will know that I am trying to complete graduate school at the exact same time that 

I am flattened by a broken heart, discovering that hearts don’t break, and writing bad 

poetry to tell the difference. I would disclose that I prioritize little rituals of getting 

myself to the desert, out there again, or out of the house. I would tell how I spend my 

time driving through the desert seeking solace in queer Buddhist dharma, hot springs, and 

the full moon; in friendship, and in running away. Unless I don’t mention it. There would 

be reasons for both…and for both/and.  

 This idea of honesty conjures the abusive dynamics of ‘brutal honesty’, that 

paternalistic ruse of dishing out harmful conjecture then gaslighting the victim by calling 

it ‘truth’. I’m curious instead to take up a practice of gentle honesty, a type of honesty 

where I offer the personal to know the social (Ellis & Bochner, 2000), but also narrate 

embodiment of how I want to be in world. If autoethnography has therapeutic potential 

(Ellis & Bochner, 2000), then the internal climate that is cultivated during the process is 

important to consider. From my Somatic Experiencing Practitioner training, I know that 

emergent healing happens best through stabilizing experiential containers of positive 

affect and self-compassion (Levine, 2010). If at the end of this writing, I feel terrible, 

what good does that do the world? I have no interest in being a martyr.  

 The following documents my experience, moment-to-moment, when I sat down to 

write a narrative reflection about the garden program. It is messy. But more (or less) than 

that, I wrote this because for months, every time I tried to sit down to collect the data of 

my experience, I got overwhelmed by shame and grief to the point of tears. The 
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following passage acknowledges the path(s) I found to be able to complete my thesis at 

all. If my goal is mending, then school performance isn’t my objective. To embody my 

life as a whole and valid person, I have to seek scholarship for myself and for my beliefs, 

and radically reject validity as defined by grades or opinions of people in authority. It is 

difficult, day at a time, and has the potential for deep and intergenerational restoration. 
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Figure 15. 
when you 
move, your 
heart moves 
with you  
A.B. 
Ramsey 
(2017) 
found 
installation 
 

 

I don’t know how we walk around with these things. 

February 2017 – 34th time around the sun. 

 In this section, I am welcoming the data of very real and personal heart ache to 

narrate the experience of writing this thesis. This begs the question, does this become a 

very unprofessional thesis approaching more of a diary? The gently honest truth is: 

perhaps.     

Gentle: 

 The truth right now is that I am grieving deeply and literally. I am three months 

out of a six-year relationship, to say the very least because a deep and committed ‘fast 

from talking about it’ is the most compassionate practice I’ve found. I’m two months into 

the final semester of graduate school, and one month into an atrocious presidential 

regime. The timelines of grief/healing and school feel incompatible. Inconsiderate of 
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sixteen weeks of showing up, grief comes in circles and loops; terrifying dreams and 

falling to my knees in the desert only to find the full moon overhead, and gratitude for the 

landscape. Grief is unexpected opportunities to mend and connect, uninvited waves of 

excruciating sorrow, and previously unimaginable wells of acceptance. I have found that 

the second timeline is most benefitted by patience, but not necessarily the first.   

Brutal:  

 I’m failing. My professors will see who I really am. This is called imposter 

syndrome. It suggests I need to manipulate this thesis into a performance of greatness to 

receive the external reward of worthiness. I know this pattern from school so well. 

Perfectionism and school performance are ways I have taken up the intersection of 

female socialization and bearing the torch of intergenerational alcoholism and emotional 

abuse in my family of origin. Perfectionism is a deep survival strategy. Those of us who 

have it can find ourselves in cycles of literally feeling, in our bodies, that we might (or 

should) die if we are not perfect. To let it go is scary. The dilemma is that we are not 

perfect, so there is great fear when this cycle is active. Naming it, as I am here, is a 

technique of shame resiliency I have learned in therapy and from grounded theory pop-

researcher Brene Brown (2012). My worth in this narrative of brutal honesty is located 

outside of myself. It is located in the opinions of my professors, in the completion of this 

thesis, and in my manufactured interpretation of safety through perfectionism.  

Antidote:  

 I have taken up several mending practices in response to this grief. Building new 

community here in Tucson, dancing regularly, and re-committing to my meditation 

practice. Since December, I have been on two residential meditation retreats. I have also 
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developed a compassionate practice of turning away from shame narratives, partly 

empowered by the practice of writing this section in this manner.   

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 16. 
cultivating 
goddamn 
happiness  
A.B. Ramsey 
(2017) 
mixed media 
collage 
 

 

 I am trying to stay present with this writing process as it stands at the living 

intersections between school and grief/healing as they are both happening in my body 

and mind simultaneously. Ellis and Bochner (2000) offer, “the goal is…to enter and 

document the moment-to-moment, concrete details of a life” (p. 737). The only way I can 

find to stay with grief/healing and school is to allow both to be named, welcomed, and 

present.
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Figure 
17. 
but for 
the grace 
of 
feminism  
A.B. 
Ramsey 
(2017) 
gouache 
on paper 
 

 

  

Conclusion 

End with Image 

 The above painting is a visual journal I have been creating throughout this 

semester. The words are lines from my teacher reflections after facilitating my thesis to 

visualize how they are informing one another. It is in a body I am currently working on of 

teen-angst art.  

 I have been holding an image, a visual metaphor, for this thesis-through-grief 

process. I see myself walking into a professional office rife with right angles, white walls, 

industrial carpeting, and enormous glass doors. I stumble into this spotless place in my 

D.I.Y. bandaged body, stained t-shirt and jeans; dyke missing at least one arm, holding a 
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stack of papers to turn in saying, “it’s only a flesh wound, so I came to school today. I’m 

here to help.” 

 I wonder how much of this reflects the no-one’s-land of queer separation. Six 

years is a long time, and we were committed to a long and distant future, but is it a 

divorce? We had plans to marry, concretized by the election and potential change to our 

newly garnered right to marry…but is it a divorce? What language exists in this in-

between and invisible space to communicate the gravity of the end of a less-than-real-

enough relationship? Developing unprecedented queer community has certainly helped.   

My imaginary friend/foe: The reader   

 My goal is to find how to fully occupy my subjectivity, my body, and my voice. 

There is a way I find that writing, especially for school, is ‘for the reader.’ My 

undergraduate degree is in language arts education, and of course ‘the reader’ is 

important, as is the ‘viewer’ in the world of visual art. The embodied experience I have of 

writing for the reader or making for the viewer, however, becomes almost a co-

dependency with them, a seeing myself through their eyes and trying to anticipate their 

criticism. This pattern is also soldered to internal patterns of growing up in families of 

alcoholism, mental illness, and emotional abuse. My goal in this writing is to see the 

process through my eyes, homed in my body and trust my own voice.  

This is why this is late, I literally couldn’t do it: 

 It is not efficient to have feelings or to take the time to tell the truth. This is why 

addiction is so prevalent in capitalism/colonialism/neoliberalism…in the Anthropocene.  

I learned in my trauma therapy training that when a system moves from one state to 

another, it shakes. It trembles and reverberates where one becomes the other. The 
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borderland of personal and professional, where the first world meets the third world and 

bleeds (Anzaldua, 1987). What are these first and third worlds of our inner landscapes? 

What parts of ourselves do we allow our minds of relate to in colonial ways?   

 I’m trying to finish school while also feeling barely tethered to the earth. The 

tether is a string, tiny and red around the waist of my body floating in deep space, one 

hand on my homework, one hand on the dharma, one hand on my heart, one hand holding 

hands with friendships and desert sunsets, one hand holding the door closed to 

perseveration. I take refuge in fleeting crushes, early evening dancing, and long practices 

of silence. I take gentle ceremony standing in the sun, and crying in the bathrooms of the 

places I frequent. 



 101 

Appendix A: Making as Tending Lesson Plans 

Day 1: 
 
Goals: Facilitate toward place-based interconnectedness 
 
Objectives: 

• Participants will explore their environment using their senses and photography 
• Participants will synthesize ecological principles based on macro-level iterations 

of fractals, beauty, justice, and what they wish to change in the world. 
• Participants will orient to the environment through their senses. 

 
Materials: 
Projector 

• Link to “The Secret Life of Chaos” clip re. Benoit Mandlebrot 
 https://www.youtube.com/watch?v=Dm-zy5f4qIo 

• Handout for mapping/photography 
• Yarn 
• Camera for documentation 

 
Prep: 
Print handouts 
 
Procedures: 
 
Welcome - 5min 

• Introduce myself, say a bit about why I’m here. 
o Student at the University studying art education, I’m really interested in 

what art can do, and in learning what art can do when paired with 
gardening.  

§ What do you like about gardening? 
§ Do you know the word tending? Cultivate? What kinds of things 

do you think art can cultivate?  
• Go to the garden for next part 

 
Anticipatory Set: 
Mindfulness Activity 5-10min 

• Orientation to the “environment” through the senses 
o Question - Where are we? 

§ What tools do human beings have to know where we are? 
o Take a few minutes to used our “powers of knowing where we are” from 

where you are sitting. 
o Now look for something in this environment that you like. 
o Share what we notice (Group Orientation and Social Engagement (Porges, 

2011) 
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Ice Breaker -  10 min 

• Game - “Web of Relationships”  
• Primary objective is enjoyment 
• Connection to lesson: activates existing relationality and interconnectedness 
• Closure for icebreaker – who knows what ecology is? Let’s name all non-human 

members of this garden, as many as we can. They are all in our ecology.  
 
“Web of Relationships” 

• Goal - identify existing ways our group is already connected to one another and to 
our environment 

Prompt: Ask all students if they know at least one person in the group.  
o If anyone doesn’t know someone, they can still play, because can 

introduce themselves and/or hear someone else’s intro, they “know” them 
just a tiny bit.  

Rules:  
• Can’t repeat the same person twice… 
• If someone is stuck, they can ask for help.  
• To “help”, someone has to say how they know the person who is stuck AND 

someone who is not yet connected to the web.  
• Or: Someone who doesn’t know anyone else in the group can “help” by repeating 

what they learned about the person with the yarn and one other person who is 
already connected…if they do, they will also say who they are and become 
connected.  

 
1) The person who goes first will hold the yard and say: 

o Their name 
o One thing the like in the environment (from previous activity) 
o One person they know in the group, and how they know them 

2) The person with the yarn tosses it to the person they know.  
3) Repeat until all members are connected. 

a. See above for when someone get’s stuck.  
 
Activity –  
Go to classroom, watch short doc. on fractals -5min  
 
Treasure hunt. 15 min. - outside 

• Hand out papers, have them explain their understanding of each category.  
o They can go in pairs or groups (or we go as one group) 

§ Photos can be close up, or far away 
§ I’ll have go pro, so they can use that too if they want.   

o Take pics on their phone. 
o Upload to Instagram w/ #Mansfeld Magnetgemsart 

 
Closure –  
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• Bring up their photos on the projector, have them look/talk about them 
o What kinds of things did you find for  

§ fractals? 
§ Beautiful? 
§ Fair? 
§ Want to change? 

• Explain what we’re doing next week 
o We will be drawing and painting from the beautiful vegetables you are 

growing in the garden! 
o I will print these pictures, so be sure to email them to me if you have them 

on your phone.  
• Feel free to keep taking photos of these things as you see them, and email them to 

me or post them to Instagram. 
What’s coming next: 
Next week we will be drawing from the garden! 
 
Day 1 Handout: 
 

 
 

Take a walk and look around!
Pretend this is the first time 
you have been here. 

Look for, and take pictures of…

Visual Treasure Hunt!

Something
Fractal

Something
Beautiful
Something
Fair	(Justice)

Something
You	Wish	Could	

Change

Email	to	annabrooksramsey@email.arizona.edu
Or	upload	to	Instagram	with	#mansfeldgemsart
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Day 2: 

Goals: 
Participants will:  

• Engage art to cultivate relationships with garden species and deepen a sense of 
place.  

• Experience joy making art 
• Engage art toward meaningful experience, rather that for producing “good art” 
• Access affective and present time relationship to the garden through drawing 
• Include ourselves and our experience as part of “nature” 
• Explore drawing as a means to know the garden 

 
Objectives:  
Participants will: 

• Engage concepts of poetry and ecology to understand ecological 
interconnectedness 

• Draw quick gesture sketches, and “air draw” to get comfortable with the activity.  
• Spend time drawing something in the garden that they love 
• Explore drawing as a mindfulness activity 

 
Materials:  
Watercolor paper – 9x12 – 1 sheet per student 
Painters tape 
Pencils 
Erasers 
Handouts with Thich Naht Hanh excerpt 
Examples of different kinds of seeds – the more diverse in shape and size the better.  
 
Prep: 
Print Poem 
Mask watercolor paper – 1 inch border 
 
Procedures:  
 
Anticipatory Set:  
 
Mindfulness activity: 5 min 
Art is all about the imagination – I want to take just a moment to imagine the idea 
that nothing is better (or worse) than anything else. Literally, take a moment to imaging a 
world in which nothing was considered better or more valuable than anything else, and 
not that everything lacked value, but that everything deserved to be protected and held as 
sacred and valuable.  
 
Icebreaker: 5-10 minutes 
Read passage  
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• Stop after 1st line and have them guess why there is a cloud floating in the paper. 
• Continue reading to find out 
• Have them write on the front other things that are in the sheet of paper.  
•  then ask what kind of relationships of inter-being they can think of in the garden.  

o Ask, what different things are involved in those relationships? Will the 
garden go on forever? 

o What would it need to go on forever? 
o This poem is about ecology –  

§ Ecology means – “the study of systems of relationships, from 
teeny tiny, to as big as the whole universe, the study of the way 
those are connected, and not just the things themselves, the 
systems, themselves, but of what is between them, between two 
things, the way a friendship is between 2 people.” 

 
Activity: 
Seeds of Future Possibility: 10-15 minutes  

• Look at different kinds of seeds 
o Maybe have 3 per table.  

What are these on the table? What do they all have in common? 
We’re going to use our imagination again. Remember how we took 
pictures last week of things we would like to change? We’re going to 
look at the seed as a metaphor (who knows what a metaphor is?) So 
seeds grow things, they change the world, just a little, when they grow, 
just like we do. So, I want to know, if you change something about the 
world, what would it be? I want you to imagine that if you could plant a 
seed that would grow that change, what would it look like?  

• Using the back of the paper we just read, design a seed. Sketch it. Just for a few 
moments on the back of this paper.  

• Share their seeds at the end.  
 
Activity: 20 min.  

• Gesture drawings - 5 total - Warm-up 
1) Finger drawing - finger on the paper, shapes/movement you see- 30 

sec 
2) Same shape on the paper, just feel the pencil on the paper, and enjoy 

how it feels - 30 sec 
3) Back to object for finger drawing, with the pencil on the paper, no 

looking - 30 sec 
4) pick something you like, and draw a blind contour of it (no looking at 

the paper or picking up your pencil - 1 min 
• Gesture drawings - 5 total - Warm-up 

5) Finger drawing - finger on the paper, shapes/movement you see- 30 
sec 

6) Same shape on the paper, just feel the pencil on the paper, and enjoy 
how it feels - 30 sec 
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7) Back to object for finger drawing, with the pencil on the paper, no 
looking - 30 sec 

8) pick something you like, and draw a blind contour of it (no looking at 
the paper or picking up your pencil - 1 min 

Closure:  10 min 
Repeat web of relationships, with our drawings this time.  

• In pairs, tell each other about your drawing. Find some way in which your two 
drawings are related.  

o Then the 2 becomes 4, then the 4 becomes 8, - will have to include 
teachers to be even.  

o Everyone choose either your seed or your artwork. Look at it and think 
about why you chose that to draw. 

§ tell us what you drew and why you were drawing to drawing that 
thing in particular? How does your drawing show 
interconnectedness? 

§ Place it on the table/floor. 
o Next, who has a drawing that is related to this one in some way? Either it’s 

drawing the same thing, or the pattern is similar, or the idea is similar.  
§ This drawing will go next to the 1st one, the students will stay with 

their drawings. 
o The last drawing, as a group, we will connect it to the first drawing. 

 
What’s coming next: 
Next time we are going to play with Gouache paint on the drawings we did in the garden. 
Make sure student’s names are on their drawings.  
 
PUT YOUR NAME ON YOUR DRAWINGS!! Either the back or the front.  
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Day 2 Handout:  

 

If you are a poet, you will see clearly that there is a cloud 
floating in this sheet of paper. Without a cloud, there will be 

no rain; without rain, the trees cannot grow; and without 
trees, we cannot make paper. The cloud is essential for the 
paper to exist. If the cloud is not here, the sheet of paper 

cannot be here either. So we can say that the cloud and the 
paper inter-are. “Interbeing” is a word that is not in the 

dictionary yet, but if we combine the prefix “inter-” with the 
verb “to be,” we have a new verb, inter-be. The cloud and 

the sheet of paper inter-are.
-Thich Nhat Hanh
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Day 3:  

Objectives: 
Participants will: 

• Experiment with Gouache Paint through sensation, water/paint ratio, color, and 
filling whole page 

•  
If they are done, or didn’t get to draw, they can go out and do more drawing, or they can 
work with their photos.  
 
Materials: 
Watercolor paper with drawings from previous week 
Gouache paints 
Pallets – one per student 
Water cups 
Range of brushes – skinny, medium, large tip (1 ea. Per 3 students) 
Erasers 
Pencils 
Sharpies 
Paper towels 
Examples of gouache paintings 
 
Prep:  
Scan works in progress 
Set out their drawings on the tables so they can find them 
 
Anticipatory Set:  
Mindfulness activity: 5 min 
Orientation – look around the room and see if there is anything you notice that you have 
never seen before. As people name things, let’s all look at them and see what we notice 
about it. This is good for the social engagement system, and relaxing to the nervous 
system. Get’s out of fight, flight, freeze response into ventral vagal social engagement 
systems (Porges, 2011) 
 
Activity:  
Mindful exploration of gouache 15 min 

• Everyone take a pallet and your two drawings back to your seat.  
• Explain what gouache is – opaque watercolor – used to be used for animation. 

o Show examples of gouache paintings   
• To start out, we’re just going to feel how this medium feels on the paper. 

o The point is to see what it does, what is the nature of this material, and of 
doing this activity? 

o So, in my opinion, how you want to relate to art making is by being 
inquisitive, like a scientist, what happens when I do this? What is this 
like? Rather than expecting to be in control. It’s more enjoyable this way. 
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Perfection is impossible, and will cultivate a difficult relationship with 
making art…like trying to grow a plant without sunshine. 

• Everyone take a color, and squeeze a little bit (like an eraser worth) into one of 
the little circles.  

o We’re all sharing all the colors. You could probably paint 100 paintings 
with this much paint. One of the reasons I like gouache.  

• Now take a paint brush, any size, and dip it into the water.  
• Mix the water from the paintbrush into a little bit of the gouache, until your brush 

has a coating on it, not too thick, not too watery.  
• As we use the paint, I want to take a moment to explore the idea of artist control.  

o The blank paper is not yet a visual image, it is uncertainty 
o Paint just one line, of any kind, and just see what it looks like. What is the 

nature of it? Now, look at your line. What is the quality of it? Is there 
anything about the line you made that surprised you? That you didn’t 
know it would look like? 

• What qualities of this line just happened, and we’re not in your control? 
o What qualities we’re in your control? 

• Paint a few more lines, try adding more water, or having less water. See if you 
can sense what amount of water is just right. (might be different for everyone) 

• Can you see it also as a collaboration between your movement and intentions, and 
the nature of these materials? 

o Remember the poem about the cloud in the paper? 
§ Where does paper come from? 
§ And this paint? 

• In a way, we could see this as a collaboration between 
ourselves, trees, and minerals. 

o What else might we say is part of this 
collaboration? 

  
Get a cutting– 10 min 

• Go down to garden and take a cutting of something we want to incorporate into 
the paintings. 

• Can be a section of a leaf, maybe we can harvest a carrot to cut into pieces, 
someone can cut a flower?  

• If you cut something edible, eat it at the end.  
 
Painting the rest of class – 30 min 

• You will be sharing the paint, please only take a little, it goes a long way!  
o If it dries out, just add water – can dry completely 
o Play with color mixing.  

§ I’m not going to do a lesson on color, but I know some of you 
know the rules about what colors mix to become what other colors. 
If you don’t, you can ask, or you can experiment.  

• I suggest erasing the pencil lines a little, so you can still see them, but they can be 
painted over.  
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• Goals: Cover most of the paper. Give it a background. Test on the side of the 
paper which colors they like next to each other. If you want “white”, leave it 
white, or you can paint white on white. 
 

Closure: 
 
Everyone share something you learned about Gouache.  

• What is it like?  
• How would you describe it? 

 
What’s Next: 
Next week we will be finishing our paintings!



Day 4:  
 
Goals: 
 
Objectives:  
Participants will: 

• Complete paintings they started the previous session 
• Explore commonalities among their works, and they ways their commonalities 

reflect similarity among members of the garden.  
• Map relationships in their paintings relative to nested ecological systems. 

 
Materials: 
Watercolor paper with drawings from previous week 
Gouache paints 
Pallets – one per student 
Water cups 
Range of brushes – skinny, medium, large tip (1 ea. Per 3 students) 
Erasers 
Pencils 
Sharpies 
Paper towels 
Examples of gouache paintings 
Sidewalk Chalk 
Print handouts 
 
Prep: 
Set out paints, pallets, brushes, all art materials 
Print and cut “complex co-activity paper – 1 copy, 8 strips.  
Set out student work 
 
Anticipatory Set:  
 
Ice-breaker: – 10 min 
Name game + kindness –  

• 1st person says their name and something kind they did recently 
• 2nd person repeats person’s name and act of kindness, then adds their own 
• 3rd person says, 1, 2, and theirs…etc…  

 
Activity:  
Finish Paintings – 30 min 
Paint inside for like 20 minutes –  

• while painting, see if there is anything you learn about what you are painting, 
about how it works. 

 
Closure:  
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Mapping our art: 15 min 
 

• Students will bring their paintings outside.  
• Everyone gets a piece of chalk, and a piece of paper 
• 8 cards, so 2 people will help be our mappers. 

 
Hand out cards with “complex co-activity” labels from Davis and Sumara –  
“Who has the smallest one?” 

• Everyone gets a piece of chalk.  
Who can find evidence in their painting of something that goes in the smallest category? 

• Write a dash for if you think you have the smallest category in your painting 
• What about the next one? 
• Why?  Let’s find examples of the rest of them in our paintings  

  
Are there some things you think would be hard to find a place for?  
Where would dreams go?  
What about a garden? 
 
Unit Closure:  
 
I want to thank you all so much for spending time with me this month and for 
experimenting about art in the garden.  
If there is time: If I keep doing art projects with gardening students, what kinds of things 
do you think I should do? 
 
Finally, I just want you all to remember that your life matters. We’re living in a political 
climate that might be telling you otherwise. I want you to remember that it’s not true. 
That you are amazing, and your ideas matter, and your families matter, and the things you 
care about matter. You are fierce and awesome people, and I’m glad to have met you 
even for a short while.  
 
Handout for Day 4 on following page: 
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Bodily Subsystems –  
Cells, microbes, emotions, dreams 
 
One biological body –  
People, plants, self 
 
Collectives – social bodies  
 
Society / political bodies 
 
Species – multi-species 
 
The biosphere, the planet 
 
The solar system 
 
The galaxy 
 
A garden 
 
A work of art 
 

Handout for Day 4 
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