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Abstract

In this article, I describe and discuss how an ethical doubt has performed my a/r/tographic research journey and led to ethical, methodological, and choreographic-pedagogic insights. The ethical doubt emerges from working with the video format as research presentation in a dance education research project where children are involved. The focus of this article is how I dealt with these ethical challenges through a diffractive inquiry, and further, how such an inquiry led into a sense-making process entangling ethics, research, choreography, dance, and education. Through exploring how the ethical doubt performed the research process, this article contributes to a rather scarce field of research on the topic of ethical issues in research presentation and ethical-pedagogical-choreographic and research methodological entanglements. In the article, I am thinking with the theoretical frameworks of post-qualitative inquiry and agential realism, both as a theoretically and methodologically. The apparatus of inquiry is constructed from a/r/tography, performative inquiry, and diffractive inquiry though a transcorporeal engagement with these research methods. As I unravel the research journey, I also diffract with the concepts of response-ability and the expanded notion of choreography. In the final discussion, I propose a response-able practice of research through a relational approach and attunement to research, pedagogy, choreography, and ethics.
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Introduction: An ethical itch as the productive agent of a diffractive inquiry

In this article, I am inquiring into an ethical itch that emerged as I was creating a video article about a dance educational research project in a Norwegian public school. Ethical doubts had emerged concerning my own desire to use the video material from dance workshops in the project started to form. The idea of exposing both the pupils and teachers in the project through sometimes vulnerable and intimate moments in an open video article on the internet performed me like an itch. Inspired by the method of performative inquiry (Fels, 2010, 2015), I experienced this itch as a stop-moment, a bodily experience that “interrupted, disrupted, troubled, astonished” (Fels, 2015, p. 511) me. My doubts, my itching, was the body telling me that something of importance was at stake, a disruption that needed inquiring into.

When I talk about performativity, I refer to Austin’s (1975) notion of the concept, further developed by von Hantelmann (2014). To von Hantelmann, performativity separates from a representational “performance-like” (Østern et al., 2021, p. 5) understanding of the notion. In a performative inquiry, I am rather concerned with, for example, what is created as the itching performs my ethical considerations of using the video material from the dance workshops.

Instead of carrying on with the video article, I decided to attend to the itching doubts engaging with a theoretical apparatus that sits within a post-humanist (Braidotti, 2013), performative (Haseman, 2006; Østern et al., 2021), and agential realist approach (Barad, 2007). Through the agential realist approach, Barad (2007) draws attention towards how matter, both human and non-human, entangle with obligation to each other. The ethical doubt is an example of how the video material from the dance project performed me in ways that I could not ignore. Here, I am intra-acting with the research, or touching and being touched (Barad, 2012), rather than observing from a distance.

To Barad (2007), ethics, ontology, and epistemology entangle, or become-with each other, as ethico-onto-epistemology. This coincides with how I perceive the entanglement between choreography, researching, and teaching, and the ethico-onto-epistemological entanglements that emerge from attending to the itch in such an a/r/tographic practice (Le Blanc & Irwin, 2019). Kuby and Zhao (2022), as well as Chappell (2022), stress that what we are doing, our actions are ethical matters of importance. I recognize this, for example, through how my pedagogical values, and the aesthetic values that I am cultivating through my dance practice, are of significance for the ethico-onto-epistemological entanglements that I create in this inquiry. Critically reflecting on these entanglements also informs my in-class pedagogical and artistic choices (Risner & Schupp, 2019). These considerations have led to the two analytical questions giving direction and speed to the inquiry:

What choreographic-pedagogical insights are created through diffracting with an ethical itch emerging from a dance project in elementary school? How can diffractive inquiry perform sense-making in research, choreography, and education?


A dance project about birds and the video camera as a research participant

I have a background as a dance teacher, choreographer, and dance artist and have over the last decade been engaged in community dance projects. I experience that my practice in these projects lies in between education, choreography, research, and dance, as an a/r/tographic practice (Le Blanc & Irwin, 2019). This means that I am constantly attending to these different aspects and how they relate (Bickel et al., 2011; Irwin, 2004; Irwin et al., 2006; Østern, 2018b) in my practice.

As a part of my PhD project, in the autumn of 2020, I carried out a dance project (Figure 1) as a choreographer-researcher-teacher in an urban school in Norway, together with third graders and their teachers (Flønes et al., 2022). The cooperating school invited me to be one of several visiting artists in the interdisciplinary Bird project. The project aimed to create relations between different teaching subjects such as languages or mathematics and art expressions through the theme of birds.


[image: Image]
Figure 1. A timeline showing the activities in the dance project, leading up to this inquiry. Photo: Mari Flønes

There were three classes divided into approximately 15 pupils in each class, aged eight years old. A few of the pupils took dance classes after school, but most of them did not have any experience with dance.

In the dance project, I carried out workshops in creative dance (Gilbert, 2015), working on the theme of birds (see Flønes et al., 2022). In these workshops, my focus was on cultivating the children’s possibility of creating their own dance, or dances, through supporting their process (e.g., Anttila et al., 2019; Anttila & Sansom, 2012; Stinson, 2016; Østern, 2010). With me in the dance workshops was Elisabeth, the video photographer, who documented the research process. She interweaved with the dance project and the three classes, through moving around in the classrooms with her camera. The children, the teachers, and I, allowed her to go sometimes very close to the situations happening, without interrupting what we were doing (Figure 2).

Before the dance project started, the pupils were informed that Elisabeth was going to be present with her camera, and that the video might be used in research presentation. They were also informed that they could reject being filmed.


[image: Image]
Figure 2. Close, without interrupting. Photo: Elisabeth Røvær / Screen Story



The video footage and its intra-active potential

After the dance project at the school, I was left with hours of video documentation from Elisabeth, which consisted of a rich and close-to-action material: dialogues, trying out dance movements, all of us performing and sharing dances with each other, struggles, victories, moments of bravery and moments of awkwardness, tears, laughter, euphoria, and questions of wonder. The aesthetic quality of the videos, for example, the sharp images, the camera following the movements in a flowing rhythm, playing with focus and out of focus, made the video material in-between documentation and an artistic rendering (Irwin & Springgay, 2008; Le Blanc & Irwin, 2019; Myers, 2012).

I engaged choreographically with the video material in various ways. When I say choreographically, I refer to the expanded notion of choreography, where choreography is approached as a relational practice that expands the field of dance (Foster, 2010; Klien & Valk, 2007; Manning, 2013). For example, choreographing a short process video shared with the children, their parents, and the teachers was an attempt to create relations between the dance project in school and the parents. I also chose certain situations from the videos and shared them in research presentations where I also danced. In particular, those moments where the children’s dances had evoked euphoria and wonder in both me and the teachers were shared (Flønes et al., 2022). This was a choreographic choice, intending that the videos and my dance engage with the research (Kara, 2020; Pickering & Kara, 2017). I experienced the videos as important aesthetic renderings (Irwin & Springgay, 2008; Myers, 2012) from the dance project, both for myself, fellow researchers, and other audience in order to grasp or get a feel of the project and the research (Pickering & Kara, 2017). This was an important support for my argumentation as to how artists and teachers could cooperate in arts projects in public elementary school. At the time, I found the videos to fairly represent the children (Josselson, 2007). Sharing the videos were a way of acknowledging their contribution to the research.

Thinking with Jackson and Mazzei (2012) and the agential realist approach (Barad, 2007), the videos became a source of material that allowed for intra-action (Barad, 2007) with the dance project. Within agential realism (Barad, 2007), intra-action could be understood through the notion of relational ontology, or onto-epistemology: “an ongoing process in which matter and meaning are co-constituted” (Bozalek & Zembylas, 2017b, p. 65). One example of such a co-constituted process is how I experienced that enthusiasm was becoming-with the meeting between the videos and their different audiences.

In the following, I review existing research, focusing on relational perspectives on ethics in research and research presentation.



The ethics of research presentation and representation of research participants

Pickering and Kara (2017) draw our attention to the fact that little research has been carried out about ethical issues related to research presentation and representing research participants. This coincides with my own search for existing literature on the topic in the context of dance education research. To Pickering and Kara, research presentation is an ethical arena: A relational and affective experience, where participants, researchers, and audience are engaged in the research and with each other. What we choose to foreground in research presentation and how we represent it, I find necessary to discuss.

The ethical itch is a good example of “conflicting – goods” (Pickering & Kara, 2017, p. 300). I have to negotiate my doubts about exposing the children through the videos, and the engagement the videos can trigger in fellow researchers and other audience (Pickering & Kara, 2017). To deal with ethical dilemmas, Pickering and Kara propose an “ethics of engagement” (2017, p. 299, original emphasis), which guides the researcher to “addressing the who, how, who to, and why of representation” (p. 308). In this article, I also address the possibilities that such an approach to ethics can have for a research process.

Ellingson (2017) proposes that an “ethics of representation” (p. 50) comes into play both in traditional publishing formats and when sharing research through artistic expressions, like, for example, dance. According to Ellingson, a central question here is who has the “narrative privilege” (p. 50)? A general assumption in research is that childhood is related to vulnerability (Liamputtong, 2006; Richard et al., 2015; NESH, 2016). But this is also questioned, as Richards et al. (2015) articulate: “While sensitive to the implications of rights to privacy, we want children to remain active participants in research and therefore advocate an approach that regards the two as complimentary rather than oppositional” (pp. 3–4). This quote reveals the nuance between protecting or giving space for expression, both as a challenge and a possibility for creation in research.

Le Blanc and Irwin (2019) question what, for example, arts expressions can do for research presentation, but also as a methodological tool in research. Pickering and Kara (2017) add that “one strength of these more affective approaches is their potential reach” (p. 305, see also Kara, 2020), which resonates well with my experience of sharing the dance videos in research presentations. I would also add that expressions like dance allow me as a researcher to explore new ways of being-with the research (Østern, 2017), for example, as a tool for exploring how I can choreograph with trust (see Foster, 2011 on choreographing empathy). Here, I am referring to how the bodily relations that are created through dancing together have the potential to create trust. How I am dancing and the values that I cultivate through my dance (Risner & Schupp, 2019) are of great importance. Rosenberg (2013) is interested in the relation between ethics, being, and making where “both why we make and the way we make” (p. 1) matter as ethical. This makes me wonder if dancing might attune my body towards the ethical itch in a way that would support my understanding of it.



Ethics as a relational matter of the body

Engaging with ethical doubts is a lived and affective (Massumi, 2002) experience. This guides me towards an embodied perspective on ethics (Pullen & Rhodes, 2015), or what Ellingson (2017) refers to as “ethics of being-with” (p. 46). Moreover, ethics is of choreographic matter through the empathic relations created through, for example, dance (Foster, 2011). I experienced that a strong empathic connection between the children, the teachers and I was created and maintained through dancing together in the dance workshops (see Flønes et al., 2022).

From an a/r/tographic perspective, La Jevic and Springgay (2008) propose an “ethics of embodiment” (p. 68). To them, ethics is about how we relate to other bodies (see also Bickel et al., 2011). We live through “ethical relationships” (La Jevic & Springgay, 2008, p. 86), which emerge from the intertwinement between art-making, research, teaching, and everyday life (Triggs & Irwin, 2019). This resonates well with how my everyday affective (Massumi, 2002) relation with the children in the classroom contributed to forming my doubts about exposing them. Drawing on Indigenous research ethics, Kara (2020) calls attention to “relational accountability” (p. 25) as an ethical responsibility. As a researcher, I am accountable for the relations that I engage with through my research. Here, I would like to pause to acknowledge the (in-direct) relation between many of the Eurocentric post-humanist and agential realist theories and Indigenous research theory and methodology (Deloria, 1999; Rosiek et al., 2020).

Understanding ethics as embodied and relational draws attention to the “complexities of the ethical encounter” (La Jevic & Springgay, 2008, pp. 68–69), which coincides with the choreographic-pedagogic and methodological implications the ethical itch has had on my research journey.

After my reading of the existing research field, I find there is a need for problematizing ethical aspects of research presentation and representation of research participants within the field of arts education and especially dance. In addition, what I miss from my readings is more research on how lived and embodied ethical dilemmas perform the pedagogical and choreographic content in dance education and research projects within this field, as well as works discussing how we can explore these issues through an embodied, choreographic, and dancing approach to the method of inquiry.




Theoretical concepts that I think with

I support my inquiry with theoretical notions and concepts that allow me to be close to the relational, lived, and embodied complexity of the ethical itch. In the introduction, I have weaved in the theoretical framework of agential realism that supports my inquiry. In the following, I give insight into the expanded notion of choreography (Foster, 2010; Klien & Valk, 2007) and the concepts of diffraction (Barad, 2007, 2014) and response-ability (Barad, 2007; Bozalek & Zembylas, 2017b; Despret, 2004).


Choreography as relational

The following quote from Klien and Valk (2007) shapes my understanding of choreography: “If the world is approached as a reality constructed of interactions, relationships, constellations and proportionalities, then choreography is seen as the aesthetic practice of setting those relations or setting the conditions for these relations to emerge” (p. 220). Choreography is in this sense no longer about composing dances or organizing movement (Foster, 2010), but is rather an apparatus of possibilities, creating movement (or stillness) of any kind (Foster, 2011). For example, I choreographed the dance workshops, with the aim of creating different possibilities for the pupils to create their own bird dances rather than copying mine. Choreography for Manning (2013) is less about planning ahead, but it rather “cleaves an occasion, activating its relational potential” (p. 76). This meant that my focus in the dance workshops was actively seeking to create connections between my dance, the children’s dances, the theme of birds, the pedagogical and artistic intentions set by myself and the teachers, the curriculum framework, and the classroom, instead of aiming towards a fixed end, like a performance. This shift in choreography allows me to engage with choreography as a relational practice.

The relational that Manning (2013) calls attention to is also further developed by Taylor and Fullagar (2022). To them, the relational aspect of choreography ties in with ethics and politics through “attending to the mattering of human-nonhuman choreographies” (2022, p. 43). Here, I would like to add that the ethical itch is such a choreography, emerging from how I attend to the mattering between the aesthetic force of the videos, the children as research participants, and my doubts about exposing them. Joy (2014) adds: “the choreographic also acts as a mode of provocation” (p. 27). As such, I understand the ethical itch as a provocation with choreographic qualities (Østern, 2018a).

The approach to choreography that I describe here is interwoven with ethics. Heathfield (2007) writes that “choreography is a transaction of flesh, an opening of one body to others, a vibration of limits” (unpaginated). With this, Heathfield entangles choreography with the embodied aspects of ethics that I have described earlier. As a choreographer-researcher-teacher, the questions of how I choreograph, or why, with, and what I choreograph (Østern, 2018a) then become important to me, as ethical-pedagogical-choreographic questions that vibrate with me and the ethical itch as I choreograph this inquiry.



Layering with diffraction

The research and this article are carried out as a diffractive inquiry (Barad, 2007, 2014; Bozalek & Zembylas, 2017a; Lenz Taguchi, 2012). Diffraction is a physical phenomenon describing the overlapping, bending, and spreading movement of waves meeting an obstacle (Barad, 2007). The core idea is that the intra-action between the obstacle and the wave creates new waves, “where the original wave partly remains within the new after its transformation” (Lenz Taguchi, 2012, p. 271). To me, this is close to the way I perceive the movement between the different layers of the research.



Response-ability in research, choreography, and dance education

A theoretical concept that helps me question how the lived, embodied, ethical, choreographic, pedagogic diffractions or entanglements of this inquiry perform each other is response-ability (Barad, 2007; Despret, 2004). Response-ability refers to the ability to respond (Barad, 2007; Despret, 2004), and making oneself available for response-ability to different matter (Juelskjær, 2019). According to Despret (2004), both human and nonhuman matter have the ability to respond to each other if they let each other do so.

My response-ability is connected to affecting and becoming affected, and to attuning myself and being available for such a process. The intensities and affects (Massumi, 2002) sensed through the skin, the heartbeat, the bloodstream, and the muscles thus perform my response-ability; they inform or perform how I act. Braidotti (2013) relates bodily intensities and ethics: “We are becoming posthuman ethical subjects in our multiple capacities for relations of all sorts and modes of communication by codes that transcend the linguistic sign by exceeding it in many directions” (p. 190). Braidotti’s words encourage me to continue working with bodily practices in my inquiry. Continuing along these lines, Chappell (2018) talks about “embodied dialogue” (p. 282) between both human and nonhuman bodies and its potential for creating new relations. What I read from these researchers is that attunement to the body and the senses makes grounds for the emergence of response-ability between human and nonhuman matter. My bodily attunement to the ethical itch renders me response-able to it.

When Despret (2004) talks about affecting and being affected as response-ability, she also brings in the notion of trust: an “emotional trust” (p. 122) that is performed through gestures and the bodies performing the gestures. Trust also connects with the notion of care. Haraway (2008) links care with curiosity, or rather the obligation to curiosity. In light of Despret (2004) and Haraway (2008), I propose that the ethical itch emerges from my ability to respond to the trust I sensed in the relationship between myself and the children in the dance workshops, with curious care.

Bozalek and Zembylas (2017b) propose a response-able pedagogy answering to “the attunement between what is done and how it is done” (p. 67). I would claim that also choreography and research, practiced as a relational approach as described in this article, are response-able practices.




The apparatus of inquiry


Cutting-together-apart an inquiry

I am cutting-together-apart (Barad, 2007) the ethical doubts, with the relational framework of the agential realist approach, with my practice as a choreographer-researcher-teacher, with the analytical questions, with the gaps in existing research. I am performing agential cuts (Barad, 2007), which are “a temporary separation between entanglements” (Bozalek & Fullagar, 2022, p. 30). I make an agential cut into the ethical itch, and I inquire into what relationships emerge within the cut. Making agential cuts is also of ethical matter, as the cuts I make perform the entanglements I am cutting into (Barad, 2007). Through a cut, I am creating certain entanglements and excluding others.

Even though the notion of cutting evokes the image of separating, agential cuts are performed through cutting-together-apart (Barad, 2007). As Juelskjær (2019) writes, “cutting and relating” (p. 79, my translation) happens when I am cutting-together-apart my own doubts and desires, creating a disturbance that this article is built around.

The method of inquiry is choreographed through the diffraction of the different practices, renderings (Irwin & Springgay, 2008; Le Blanc & Irwin, 2019), concepts, and experiences as they cut-together-apart. According to St. Pierre (2021), post-qualitative inquiry “never exists, it never is. It must be invented, created differently each time” (p. 6), and Kara (2020) points out that “ethical decision making […] allows for creativity” (p. 61). For example, engaging in a dancing practice as a part of the research process was a way of creating an apparatus of inquiry where I could deal with the ethical challenges I was facing (Østern, 2017). As an important disturbance or interruption, the ethical itch directs the inquiry into unanticipated directions (Irwin et al., 2006), in need of a “methodology of situations” (p.75). Choreographing the apparatus of inquiry I then understand as bringing different bodies, theories, and practices into movement (Klien, 2008), focusing on how they perform each other, and what is created through the relations that emerge through the situations and rendering practices that I set up.



Transcorporeal rendering practices

Doing research is, for me, a fieldwork of the body, a transcorporeal (Lenz Taguchi, 2012) process that is performative for the research. For example, the theoretical concepts that I think with (Jackson & Mazzei, 2012) in this inquiry are put in motion through dance, through writing, through walking, remembering, and sensing, which are material-discursive practices (Barad, 2007) of the body, or “rendering practices” (Myers, 2012). I am creating renderings from the research process that again could diffract into new meanings and insights. Irwin and Springgay (2008, see also Le Blanc & Irwin, 2019) write that renderings in a/r/tography are “flexible, intersubjective locations through which close analysis renders new understandings and meanings” (2008, p. xxviii). However, Le Blanc and Irwin (2019) stress that renderings are “meant to disturb, to displace and to raise questions” (p. 3). This happened to me, for example, when I started to create the video article. The videos, as itching renderings, performed my research and changed my initial direction (Le Blanc & Irwin, 2019).

Doing research with the body supports my relational approach to choreography and inquiry but is also rooted in the dance practice that I engage in, both in the dance project and as a tool for analysis in the inquiry. My dance practice builds on the post-modern wave where improvisation was an approach to both creating dances and performing dances (e.g., Foster, 2011; Fraleigh, 1987). The dance is entangled with the lived body (Fraleigh, 1987) of the dancer, emerging through a bodily listening to the human and non-human matter that I dance with. The way I dance is very much attuned with the way I do research.

Le Blanc and Irwin (2019) write that “art practice creates the conditions necessary for exchanges between materials, knowledge, objects and bodies to occur. Thus, the artist is engaged in a dynamic process of becoming, an exchange that sets things in motion” (p. 4). I would argue that this is what happens when I engage with the research through a transcorporeal apparatus, and through dancing and choreography as affective and artistic material-discursive practices.




Cutting-together-apart three stop-moments

In the following, the three stop-moments (Fels, 2015): Shared vulnerability and trust, Connection/disconnection, and Tuning into the ethical itch will together present a threshold into the final discussion.


Stop-moment one: Shared vulnerability and trust

As I went through the video material when preparing the video article, I experienced a diffraction (Barad, 2007, 2014) happening. I was drawn back into the workshops, and re-connected with the dances of the children as intensities and affects started to swirl around in my body. First and foremost, it was the tingling feeling spreading through the body when witnessing the pupils sharing their solo dances with each other. I enjoy how some of the children seem to be immersed in the dance: for example, Markus, who blew me away embodying a hunting bird, throwing himself to the floor in a swift movement. But a feeling of care also sneaks in, as I experience how some of the pupils are flickering their eyes or not remembering their movements.

The trust that the children had shown me in accepting my invitations to dance in the dance project suddenly struck me. A relation of emotional trust (Despret, 2004) had developed between us: The trust needed for exploring, concentrating, focusing, trying out, and sharing our dances (Figure 3). I had felt trusted to care, guide, and handle whatever hesitations or difficult feelings that emerged within the children dancing in the dance project. To display these moments of trust, in an open and accessible video article on the internet, disconnected in time and space from that special moment in the classroom, started to itch.


[image: Image]
Figure 3. Sharing moments of trust. Photo: Elisabeth Røvær / Screen Story



Stop-moment two: Connection/disconnection

I live near the school, and my everyday walk back home from my office (Figure 4) I often pass the children from the dance project. Some of them still recognize me; others do not. Sometimes they stop to chat, and sometimes we just go past each other on different sides of the street with a nod or a hi, or just in silence. I see them sometimes walking alone to soccer practice, or together with their families. These daily encounters performed affectively (Massumi, 2002) my relation with the child­ren: nurtured my care for them and nurtured the doubts that I had about exposing them in the video article. The daily encounters reminded me that we are both connected and disconnected. From sharing, trusting, daring together in the videos, to crossing each other on the pavement, sometimes almost as strangers.


[image: Image]
Figure 4. Walking to the office. Photo: Mari Flønes

Even though I was still actively working with the dance project through my research, the children did not share the same journey. Since they were no longer consciously and actively involved in the research project, it felt problematic to expose them through the videos. It felt problematic giving others, strangers, insight into the intimate and vulnerable situations of the dance project. At the same time, I felt proud about what we had done in the dance project. With that feeling, I also felt an obligation to the field of dance education to share the project. I found myself being entangled with the children through the research, but also through everyday life itself (Triggs & Irwin, 2019), and I felt the obligation of our entanglement emerging as the ethical itch.



Stop-moment three: Tuning into the ethical itch

There was a diffraction happening between my desire to front the aesthetic force of the videos from the dance project in a video article, the doubts emerging from the feeling of connection/disconnection with the children, and the atmosphere of trust that had been established in the dance workshops. I was searching for a response-able practice (Bozalek & Zembylas, 2017b) to work myself through this ethical itch. If I was not to expose the children through the videos, how could I still highlight their dances that had made such an impact on me and my research? The idea of relating with the children through their own dances, and also through my own dance started to form. Maybe the dances, as affective renderings (Irwin & Springgay, 2008; Myers, 2012) or as bodily writings (Buono & Gonzalez, 2017), could help me question the ethical itch and diffract into sense-making (Le Blanc & Irwin, 2019)?

But how could I embark on such a practice? To me, it was important to cut-together-apart myself with the children’s movement, and not reflect them (Østern et al., 2021). I chose to learn the children’s dances, using both my bodily memory and the video footage to remember. After learning the children’s movements, I then allowed myself to play with them, to make them mine. Important to note is that I, in these dances, did not become the children (Buono & Gonzalez, 2017) but inquired into their dances through my own body. With my body as a transcorporeal apparatus (Barad, 2007; Lenz Taguchi, 2012), I made agential cuts into the children’s dances.




Discussion of emerging insights

As a starting point of this inquiry, I asked: What choreographic-pedagogical insights are created through diffracting with an ethical itch emerging from a dance project in elementary school? How can diffractive inquiry perform sense-making in research, choreography, and education? In the following, I expand from these questions, diffracting with the stop-moments and the theoretical framework.


Accompanying the children through dancing their dances

What could these danced and diffracted cutting-together-aparts create for my research process? The first dances I chose to learn were dances danced by pupils who seemed to enjoy dancing. These dances had developed a decided movement material and a clear execution of the dynamics of the movements.

After working with these dances for a while, a cascade of ethical questions emerged (Juelskjær, 2019): What about the dances that were not that developed and decided? Or dances danced by pupils who were insecure, or clearly showed signs of doubting themselves dancing? Was it right to also dance these dances? Perhaps, even, was it not actually more important to also dance these dances? But how would I do so without stepping into imitation of insecurity and vulnerability? These questions and disturbances (Le Blanc & Irwin, 2019) guided me towards a way of becoming-with different dances which, I felt, respected yet cultivated the palette of movements and dynamic qualities that the children’s dances offered me. The entanglement between aesthetics, education, and ethics is a choreographic-pedagogic insight that I bring with me. For the purpose of this article, I have edited one raw-cut video1 rendering from a studio session where I worked with the dance of pupil Ethan (Figure 5).


[image: Image]
Figure 5. Diffracting with Ethan’s dance. Photo left: Sarah Margrethe Hestness / Screen Story. Photo right: Elisabeth Røvær / Screen Story

By engaging in the children’s movements through my own body, I felt that my dances were a way of accompanying the children into the world without exposing them, but at the same time giving attention to their research contribution through sharing their dance aesthetics. This is also something that is transferable to in-class activities in dance education and challenges more traditional hierarchies of the children dancing the teachers dances. However, I could not stop myself from wondering if, in this way, I was actually silencing their voices (Pickering & Kara, 2017), rather than letting the videos represent the children’s dances as they were. This is another ethical perspective that arises from this inquiry, which could be continued through a project where the children are actively participating in the ethical discussion. An approach in such a project could be inquiring into how dancing each other’s dances would add to rendering our voices response-able to each other. To me, this is a beautiful example of the necessary disturbances that dance can provoke in a research process (Le Blanc & Irwin, 2019).



Dance aesthetics becoming-with response-ability

The whole palette of the children’s different movement material was available to me, because they had all been shared and performed in the classroom during the dance project. This tells me that in our dance project also insecure or fumbling dances were given space to be performed. This makes me think back to relational accountability (Kara, 2020), and what I see as an ethical choreographic-pedagogic obligation in dance education: Creating invitations that allow for response-ability for every single child. Making visible the fumbling dances was giving them value and gave the teachers and myself the possibility to respond with curious care (Haraway, 2008).

The choreographic-pedagogic insights that I have described above are an attempt to show how the diffractive inquiry of the ethical itch also provoked or invited me to think with the pedagogical and choreographic content of the dance project. This is a methodological contribution that explores the potential that diffractive inquiry has to cut into the complexities of dance education research – but not only that. Cutting-together-apart with the concept of response-able pedagogy (Bozalek & Zembylas, 2017b), I propose to see attunement to the relational and embodied method of inquiry that I have described here as a response-able research practice: A research practice that takes into account and explores through an artistic, lived, and affective perspective the ethico-onto-epistemological (Barad, 2007) implications that are set in motion through research. In the following, I will discuss how my diffractive and response-able research practice allows me to create entanglements between the ethical, aesthetic, and pedagogic content of the dance project.



Renderings provoking new questions

The fact that Elisabeth was moving with the dance has performed how I have been able to engage aesthetically with the dance workshops in the aftermath of the Bird project. Not only have I become more self-aware of my own choreographic-researching-teaching practice, but the videos somehow provoke the ethical in themselves, through the intimacy that I sense in the aesthetic expression of the videos. They are renderings (Irwin & Springgay, 2008; Le Blanc & Irwin, 2019) of how Elisabeth related to the children, to the dance, to the project. This makes me wonder about the importance of how Elisabeth’s way of recording, and how the videos, as non-human matter, have performed the insights and questions that has emerged in this inquiry.

Cutting-together-apart with an “ethics of engagement” (Pickering & Kara, 2017, p. 50) working with the children’s dances evokes new ethical provocations that is of choreographic-pedagogical interest: How do I do justice (Barad, 2007) to the child­ren’s dances, both in the classroom and when I dance them? Or how do I manoeuvre between, for example, imitation, appropriation, diffraction, or reflection as I dance the children’s dances? How does the children’s dance aesthetics perform my dance aesthetics when I am a visiting the school? Through these choreographic-pedagogic provocations created through the diffractive inquiry, I see entanglements between the in-class activities that I propose and the research practice in dance education. This is a good example of how dance can perform as an a/r/tographic practice creating movement of all sorts (Le Blanc & Irwin, 2019). Also, with these questions I want to stress the need for careful attention to be paid to how we create these kinds of ethical-aesthetic-pedagogic spaces in both research, art, and education.



Creating response-able research practices

In this inquiry, I have problematized how ethical issues perform and entangle with the methodological, choreographic, and pedagogic layers in a dance education research project. Cutting-together-apart stop-moments through a transcorporeal apparatus where dancing took an important role, and building on Bozalek and Zembylas (2017b) response-able pedagogies, I propose a response-able research practice: a relational approach, or attunement to research-pedagogy-choreography-ethics. Through a bodily and artistic approach to research methodology, I am building on a/r/tographic research (Irwin & Springgay, 2008; La Jevic & Springgay, 2008; Le Blanc & Irwin, 2019) and expanding further within dance education, choreography, and a performative and agential realist approach. This is my contribution to the ongoing movement of a/r/tography.

I see potential to build on the insights from this project, spinning from the ethical issues that has emerged through writing this article, but also to explore further the notion of response-ability. For example, a possible continuation could be a future dance education research project where the children are involved in choreographing the video renderings, engaging in the ethical discussions that emerge. Such a project has the potential to actively deal with the ethical relationships (La Jevic & Springgay, 2008) as shared between children and grown-ups. It would challenge power hierarchies, and the narrative privilege (Ellingson, 2017), related to dance aesthetics, but also to education and research.

I understand choreography and dance as relational and ethical practices, both in education, arts, and research. What and how we dance and choreograph then becomes an important pedagogical, ethical, artistic, and research question, which will continue to linger with me as I move on with my choreographing-researching-teaching practice.
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