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Abstract

The understanding, I draw from this inquiry has come through a muddy, and complex entangled 

process. I have been re-turning like a "Baradian" earthworm, to experiences of being, in spaces 

of not-knowing. Digesting the mud, moving it, once more, like worms do, through the body.  

 By doing an agential cut, into two spaces, eventually three strong agents unfold: Risk, 

Vulnerability, and Trust. Out of this result, an ethical and pedagogical question arise: How to 

take account of Vulnerability and Trust when encouraging our students to Risk? 

 Entering a space of not knowing is at the foundation of my art practice. When as an art-

educator, I went to China to inquire into the educational strategies of Chinese Classical Painting, 

I found myself thrown into a multitude of spaces of not knowing. This thesis, is an inquiry into 

how being in such spaces, perform knowledge. To explore this, I return to the field-notes and 

visual material including a report in the form of a visual essay of the study from 2011. I re-turn 

to this material with new tools and concepts inspired by Karen Barads metaphors of diffraction 

and earth-worms approach, as well as my artists tools: brush, water-colours, ink, and paper; 

inrtoducing painting as a tool for analysis. 

 As a theoretical approach, I entangle the flat ontology of Deleuze and Guattari, and the 

onto-epistem-ology of Barad, with the philosophical traditions in China of Buddhism and Dao. 

From an onto-epistem-ological perspective, I ask the question: "If we know about the world 

because we are of the world", what knowledge then appear, when we experience our being in the 

world as a space of not knowing. In this study, I have found that a space of not knowing perform 

learning through experiences of Vulnerability, Risk and Trust. 

 The art part of this thesis is connected to Risk as well as to Vulnerability and Trust. It 

features a rope hanging from the ceiling to the floor. It is a rope that has been used during several 

years by a Circus artist during performances; hanging high up in the ceiling — demanding focus 

and presence from him. The installation at Konstfack Spring-show 2018, featured the Circus 

artist rope together with a painting made in the context of Buddhist Vipassana meditation; 

entangling my tactile approach in art, with the text of this thesis. 

Keywords: 

Art-education, Art, Buddhism, Calligraphy, Chinese Classical Painting, Creativity, Dao, Daodejing, 

Diffraction, Entanglement, Experience, Not-Knowing, Onto-Epistem-Ology, Performing, Painting, 

Post-Humanism, Risk,  Shi Tao, Trust, Vulnerability.  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Reading Instructions

Daodejing ch. 41  2

The wise student hears of the Tao and practices it diligently. 

The average student hears of the Tao and gives it thought now and again. 

The foolish student hears of the Tao and laughs aloud. 

If there was no laughter the Tao would not be what it is. 

The four lines above are the first lines of chapter forty-one in the Daodejing 

to be kept in mind while reading this thesis.  3

  

 Outside Dunhuang in Ganzu where the Buddhist caves, the Mogao grottoes, are located.  A post-season view.  4

 On spelling:Daodejing is pinyin for Tao Te Ching. There is two system of rendering Chinese characters into roman 2

letters the older the Wade-Giles system use a different spelling although Pinyin was 1982 accepted as the international 
standard. For spelling and pronunciation see appendix for other examples.

 From chapter 41 in Daodejing, the most spread text of the Chinese original philosophy Dao(600 BCE), legendary 3

referred to as being orally transmitted, by Lao Tze. The translation used in this thesis by Feng, G.& English, J. (1972). 
Lao-tzu, Tao te ching. New York:Random House Inc.

 The caves contained Buddhist sutras, paintings and sculptures, made during the years 366-1368 ACE. Shuhong, C. 4

et. al. (1981). (english edition, translation editor Diana Yu). The art treasures of Dunhuang:ten centuries of chinese art 
from the Mogao grottos. Hong Kong: Joint Publishing press & Cultural Objects press in association with Lee Publishers 
group NY.
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The two images below are from Tuanjiehu park in central Beijing.  These images represent the 5

context in which this study was done.  

 Water and stones in Chinese gardens design represent the female and male principle, as Lotte Möller show in her 5

article about Osvald Sirén and the relation inbetween philosophy and gardening in China, ”The venerable gentlemen of 
Lidingö” for Landskap,(3-1998) pp.8-13, 59.



1 Introduction

"Now" is not an infinitesimal slice but an infinitely rich condensed node in a changing 

field diffracted across spacetime in its ongoing iterative repatterning.

Karen Barad, 2003

1.1 Personal Background

I arrive at the masters program in Nordic Visual Studies and Arts Education, NoVA, bringing 

with me experiences of getting knowledge about the world, including myself, through the 

sensuousness of art making. The Masters program, NoVA, originates in a Nordic research 

community of art educators that aim to a meeting of art and science. This thesis explores and 

embrace that aim. From my perspective, moving, as a student or teacher in NOVA, is embracing 

the space of not knowing and in this thesis I am exploring "the not knowing space" as a potential 

space for new knowledge to appear. 

 Right now, in the first few minutes of Sunday, April 8, I, as a female artist in Sweden, is 

sitting in her flat in Malmö, writing on a 15 inch laptop that has a power, that would have been 

unimagined for an ordinary person to own, just recently. 

 Why is the story of this moment relevant? I tell it in order to place us, in the now. "Now" 

as a context of what I am to explore with you in this thesis. In the now, meaning, in the present 

moment, we never know what the next moment will bring, although we often have a fair idea. In 

Deleuze and Guattari’s words: "The present moment is one of deterritorialisation, when 

previously solid aspects of the world become fluid and things blur together; everything gets 

mixed up and moved around".  6

 In this thesis, I invite you to explore with me, some moments where the next move has 

been unknown; moments in which I have stopped in pace; not knowing where to put down the 

foot, in the next step. In other words, an invitation to explore how the "now" of a space of not 

knowing, perform new knowledge. 

1.1.1 Artist Background: Painting, Meditation, Bacon and Shi Tao

I am a painter, although at the present time, I am a student. I am new to the practes of science 

 Snaza, N. et al.(2014). Toward a Post-humanist Education. Journal of Curriculum Theorizing, 30(2), p. 39-55.  6
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research. Presently, I am, involved in, what Buddhist call "Beginners mind".  I am in a space of 7

not knowing. In this study I explore how this space perform knowledge through re-entering; re-

turning to moments of deterritorialisation, experienced at a field-study in Beijing 2010.  

 I studied fine art full-time, between 1979 and 1988. In 1980, I started to practice the 

Buddhist meditation Vipassana which included to "sit" twice a day paying attention to what was 

going on in my body, mind and emotions.  My art moved from painting to doing installation 8

work, and back to painting. A year after graduation, I found, what has stayed with me since, a 

way of working where my art practice met with my attention training: to wait for the forces to 

take hold of my brush.   9 10

 My art practice has grown out of this experience of trusting a space of not knowing. 

Before painting, I prepared my body through watching me make paint and lay out paper, and 

finally sit down. It did eventually take the form of one line on paper or silk. Sometimes the line 

arrived accompanied by some words, like poetry.  

 After working like this for almost five years, I became aware that this way of painting 

had been developed in the context of Zen-practise; a meditation exercise for monks in the 

Buddhist Zen monasteries of Japan. The result of this form of meditation, is in the West often 

referred to as "Zen paintings". Studying Chinese art-history a decade onwards I came to know 

that this method of painting had its origin in 12th-century China, although not being very popular 

there, at the time, traveled with monks, to Korea and Japan. This tradition of spontaneous 

painting build on calligraphy and is in this thesis referred to as Chinese Classical Painting. 

 The reading of a text from the 17th-century, by the Chinese artist Shi Tao, made me "on 

fire!" My body knew I had come across profane insights into the art of painting. The text pointed 

towards China as the origin of this tradition. I realised that to grow as an artist as well as an art 

educator I had to follow up on this trail, putting my fear of encountering such a powerful cultural 

legacy aside. I set out to find a way to go to China so I could find out if this tradition in painting 

was still alive, and in that case: How was it communicated to contemporary students? 

 "Beginners mind," a concept used in Buddhist meditation training, meaning being open to the new.7

 The practes referred to is called Vipassana and origins in the Hinayana Buddhist tradition. "To sit" means to sit down 8

on a chair or on the floor and close your eyes while you take note of your body sensations , your thoughts and feelings 
as they arises and passes away. Your point of return and rest is the sensation of the breath coming in and out of the 
nostrils. Vipassana is also called insight meditation.

 I use the concept of "forces" as that is the concept used by Deleuze in his work on the artist Bacon: Deleuze, G. 9

(2002:1981). Francis Bacon: the logic of sensation. New York:Continuum.  
 "Forces" is a concepts where Deleuze draw on the artist Paul Klee´s observations, that what the artists do is 
not representing the visual, but rendering invisible forces visible.

 This way of working was presented at OH! Show, which was my first solo exhibition in Stockholm at the Cultural 10

centre, "Trappan"(Vällingby, 1993).
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1.1.2 Becoming Student: Re-Visiting China and Re-turning to a Field Work

In this study, I take the experience from my art practice as a reference, when I explore spaces of 

not knowing by re-visiting a fieldwork I did in China in the fall of 2010.  Following the trail, 11

setting my professional ego aside, I became a student once more. Here I am re-turning to the 

experience through the multimodal field notes and report from that time.The methodology of re-

turning is inspired by Karen Barad who is comparing this kind of re-turn with the works of earth-

worms. She call this method "Diffracting diffractions".  I have been able to connect with this 12

approach due to previous experience of doing art work built on similar physical conceptions, the 

making of holograms. I came across diffraction for the first time seeing the works of the 

Australian artist Alexander in the early 1990.  Alexander was creating holograms as his artistic 13

practice of exploring four-dimensional space. I sensed there was something new in his approach. 

When I got the chance, I explored it further. I learned about the movement of light, and how to 

make holograms by laser beam. Although, it was through meeting with the theoretical work of 

Karen Barad, that I started to understand the implications of Alexander’s work.  

 The post-humanism of Barad I see as a break with Western traditional linear thinking. 

In the wake of the discovery of quantum physics the approach is coming close to schools of 

knowing that has developed in other parts of the world. My re-turning in this thesis is to an 

experience of doing a fieldwork in such a place, China, where I re-turn to the material I collected 

in the fieldwork of 2010 with new theoretical tools. Lenz Tagushi show how many of her first 

articles in the post-humanist context built on a re-turning to earlier studies to look anew.  In a 14

similar way, I re-turn to two events in my fieldwork in China exploring the sensations of being in 

the world when you are in a space of not knowing, and what you come to know from being in 

and recognising that space; exploring it from different angles. The data is unfolded through 

strategies developed in my art practice. These include: allowing chaos, not forcing the process, 

allowing order to appear.  15

 Edelholm, N. (2011). Chinese calligraphy — Ramblings of a Swedish art teacher: an auto ethnography from 11

contemporary Beijing. Malmö: Malmö University at Gallery Rotor, Visual essay & Exhibition. The fieldwork was funded 
by a SIDA, Minor Field Study-grant from Gotland and Uppsala University(2010).

 Barad, K. (2014). Dfracting Diffractions: Cutting Together-Apart, Parallax, 20(3), (pp.168-187), DOI.12

 Lucie-Smith, E. (1992). Alexander. London: Art Books International.13

 Lenz Tagushi H., (2010). Going Beyond the Theory/Practice divide in early childhood education. London: Routledge.14

 I was inspired towards this attitude by an early reading of Beyond violence of J. Kristnamurti. 15

 Krishnamurti, J. (2015:1973). Beyond violence. India:Krishnamurti Foundation Publications.
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1.1.3 A Community of Practitioners: Be-Coming artist/teacher/researcher

This study owe to the methodological initiative of a/r/tography where practitioners of artists, 

educators and researchers, are exploring what knowledge appears, diffracts and become visible 

by a multi-modal approach.   16

 In the latter part of my art education, I started to teach evening classes, and since then 

have found myself moving in-between subject positions as an educator; sometimes experiencing 

myself as an art-teacher, and sometimes as a teaching artist. 

 I, did the formal Art-teacher training, in order to be able to teach in upper secondary 

school. This, at the time, was an unusual step for an artist in Sweden, to take. This gave me the 

freedom to make a living; to be independent of the art-market. It also gave me an opportunity to 

share the knowledge I had gained, through having had the time and space to explore and express 

through art. 

 I wanted to share with the students, the richness the processes in art can give to your life. 

Being a student, for the greater part of my youth and young adult life, prompted reflections on 

learning and the setting of that learning. I was wondering how the tutoring could be more 

supportive of the emotional processes that the students are going through in "experience-based" 

art subjects. This questions have recently been subject for a collaborative research project at the 

"School of Excellence in Teaching" at the London Schools of Arts, exploring the "Un-spoken 

Inter-actions in Creative subjects".  17

 In my teaching practice, I create practical learning situations rather than lecture. There I 

noticed, that the learning happened in ways I didn’t understand; I often felt loss for words to 

explain what was happening. My own education had been honouring the theses of Wittgenstein, 

to remain silent about what you can’t find words for. As an educator, I was not satisfied with that 

approach.  18

 Springway, S. & Irwin R. L. (Ed.) (2008). Being with a/r/tography. Rotterdam: Sense Publishers.16

 Austerlitz, N. (Ed.) (2010). Exploring the Unspoken Dimension of Learning and Teaching in Creative Subject. 17
London: Centre for learning in Art and Design, University of the Arts.

 Wittgenstein, L. (1922). Tractatus logico-philosophicus. London: Paul Kegan."Wovon man nicht sprechen kann, 18
darüber muss man schweigen"(sats 7:original citation).
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1.2 Background

We are not apart from the world we seek knowledge about. The historical western dichotomy of 

separating human from nonhuman, mind from body, subject from object, and matter from 

discourse, are bridged by Karen Barads theory of an onto-epistem-ology - "the study of practices 

of knowing in being — we know because `we´ are of the world".  This is the place where, to my 19

understanding, post-humanist quant physics approach meet the approach of Buddhism and Dao; 

both has a similar view on our "being of the world", as the onto-epistem-ology of Barad. 

 This connection is present and is entangled throughout this thesis. This view connects to 

my personal approach to living.  As was hinted above it also connects to the original philosophy 20

of China, Dao. This connection is entangled in the re-turn to my material from China and a 

visual essay where a multimodal auto-ethnographic text is read through, together with, a text 

from the philosophical context of chinese calligraphy, the "Daodejing".  21

 The world is an entangled affair as Barad expresses it.  Looking into the entanglement of 22

my fieldwork in China, it seems important to be aware that many of the concepts of post-

humanism are ways of perceiving the world that is deeply imbedded in Buddhism, and Dao. 

 Re-turning means a re-entangling with the text of the now of this moment. I will re-turn 

to a space and place that has a spacetime co-ordinate september-october 2010, mimicking an 

expression of Barad.  She say about the moment she returns to: "this moment, like all moments, 23

is itself a diffracted condensation, a threading through of an infinity of moments-places-

matterings, a superposition/entanglement, never closed, never finished".  24

 Post-humanist theories are not a negation of humanism but an expansion of values we 

call humanistic, to embrace not only the human but all sentients being, animals, the plants, the 

earth itself and the very universe in its totality. In post-humanism the human is being 

decentralised, part of the universe, not the centre. 

 This is also true for a Buddhist or in that case an Daoist outlook. Simon Ceder, Ulla 

Johansson and Lenz Tagushi are all researchers in the post-humanist field, working in Sweden.  

 Barad K. (2003) Post humanist Performativity:Toward an Understanding of How Matter Comes to Matter in Journal of 19

Women in Culture and Society 2003, vol. 28, no.3, University of Chicago.The formation of the citation in the text is 
from the author.

 This owe as much to my becoming artist, as to the practice of Buddhist mindfulness based, meditation.20

 "Daodejing" is an oral transmitted teaching of Dao written down around 600 BC latest known copy are from 300 BC 21

According to Christoffer Schipper(1988) ”Daodejing” is seen as the most valued and important work of Dao in China.

 Barad, K. (2003).22

 Barad, K. (2014) Diffracting Diffraction: Cutting Together-Apart, Parallax, 20(3), (pp.168-187), DOI.23

 Ibid24
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In the dissertation Cutting through water, Ceder connects Post-humanism with Buddhism.  As 25

part of the educational theory, developed throughout the thesis, he propose to let the concept 

impermanence, a concept central in Buddhist philosophy, replace the concept of becoming. 

 Ulla Johansson, on the other hand is looking into what embracing the not-yet-seen can 

offer education while Hillevi Lenz Tagushi explores the possibilities of an intra-active approach 

in pre-school education.   26 27

 The connection of Buddhism to calligraphy, like in the Zen paintings of Japan, has been 

long recognised.  The role of Dao, in Chinese calligraphy, was something new I discovered 28

during my fieldwork in China, which will be further explored in this thesis by re-turning to a 

field report in the form of a visual essay where I have let a central text from the Daoist canon, 

Daodejing meet and diffract with my field notes. 

 

 Ceder, S. (2015) Cutting Through Water. Doctoral dissertation, Lund: Media-Tryck, Lund University.25

 Johansson, L.(2015)A Pedagogy of Becoming: Challenging the obvious. A post-qualitative approach to the 26

pedagogical opportunities of the not-yet-seen. Dissertation at Lund University, Sweden.

 Lenz Tagushi H., (2010).27

 Sogen, O. & Katsujo, T. (1990). Zen and the art of calligraphy:the essence of sho. London: Arkana.28

The image above shows the Visual essay on the left of the laptop, the text of Shi Tao are to the right and above in the right hand 
corner is chapter 41 in Daodejing visible.
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1.3 Aim

The approach that has guided this investigation is informed by theories from Deleuze as well as 

post-humanist feminist studies in education that are recognising impermanence as a potentiality 

of an education of be-coming.  

 What I address in my study is the space of not knowing as an experiential sensuous place 

with potential to create and see anew. 

 My aim is to contribute to this field of pedagogy by exploring the experience of being in 

a space of not knowing from an artist point of view. I give a pragmatic take on the issue aiming at 

creating an awareness of how a space of not knowing can contribute to education. This is a field 

of research, today investigated from many different perspectives. 

 In this study, I inquire deeply into the space of not knowing to explore what possibilities 

lay, in such a space, for learning and knowledge. 

1.4 Research Question

This inquiry ask: How does a space of not knowing perform knowledge?  

How can you understand the performative agency of this space, and its place in education?  

What unfold and appear through being in, and acknowledging, a space of not knowing? 
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2 Empirical data

I have re-turned to an earlier field-study and report, with new theoretical tools. This time not 

with the focus of doing a culture study, or understanding a teaching method, but to inquire into 

the very spaces where those experiences took place, the spaces of not knowing. 

 The research data for this agential cut are drawn from two events. The data for those 

events are found in the following material: 

• Four field note-books starting the 16 of January 2010 with the last entrance 16 of may 2011. 

• A number of visual notes in the form of drawings, paintings, installations made during the 

time of the field study in Beijing 1 of September 2010 until the 1 of November 2010. 

• A visual essay; an autoetnography from 2011, building on the 2010 multimodal field notes. 

• An art installation at Konstfack spring-show, 17-27 May 2018. 

The emperi from China was written up using a "third person format" which gave me a useful 

distance to the auto-ethnographic material.  
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3 Delimitation


I am making an agential cut through two events from the field study in China. Events where I 

discovered myself in a space of not knowing. By creating and using the concept the space of not 

knowing, I am emphasising this space as a place you can move in and out of. A place that can be 

explored. 

 As I re-turn to the material I follow the structure of the original study by letting the first 

cut/event relate to the culture-study of the first month in field.  There I focus on the data the 29

event generates as I realise, that I have entered totally unknown "waters". In other words, a true 

space of not knowing. I refer to this event as Arriving. The second event, are the lessons I take 

individually, in a one to one teaching, with a Chinese artist. I call this event Changing. 

 The cuts are through those two events, chosen for the richness of data they contain, and 

for their close relation to the intention and method of the original field-study.  30

 Edelholm, N. (2011). I had planned the field-trip in such a way that the first month I would do a cultural study 29

wanting to establish the context before moving into the focus of the study.

 The method of the original field-work was an auto-ethnographic study where I focused on taking lessons, in Chinese 30

Art Calligraphy, intending to explore through mindfulness methods, how the practice/theory tradition in the area of 
Chinese classical painting and art perform learning.
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4 Previous Research 

In the area of educational theory, in the Swedish context, Hillevi Lenz Taguchi, Simon Ceder and 

Lotta Johansson are all part of an emerging educational field that owe to post humanist, and post 

feminist thinkers like Karen Barad as well as to the philosophers Deleuze and Guattari.   

 Lotta Johansson, in dialog with Deleuze, and Guattari, is looking into what implication 

embracing the not-yet-seen can have for educational theory.  She is looking at what 31

destabilising the subject means in a pedagogical context and introduces the concept becoming-

youth, "a pedagogy of becoming, — the not-yet-seen and the potentially productive space it 

produces could be used pedagogically to encourage creative thinking in order to challenge what 

is taken for granted".   32

 Hillevi Lenz Taguchi, on the other hand, propose learning as a series of post-

anthropocentric intra-actions in a state of "potential transformation" and explores the 

possibilities of an intra-active approach in pre-school education, beyond the "discourse-

materiality divide", in "movements of entangled becomings" together with the children as co-

researchers.  33

 Simon Ceder argue for an intra-relational take on an education that "accepts more than 

two parts in the relation — in which the focus is primarily on the relationality…".  In his 34

dissertation, Cutting through water, Ceder connects post-humanism with Buddhism and let a 

concept from the Buddhist philosophy take central place, as part of a wider post-humanist 

educational theory. He suggests replacing the concept of becoming in post-humanist theory with 

the Buddhist concept impermanence.  Constant change can be expressed as impermanence in 35

Buddhist terms, while in the eastern philosophies, the idea of constant change is well established, 

it’s a relatively new approach in western thinking tradition. Simon Ceder points that out when 

presenting the concept of impermanence in his dissertation on educational relations:"The notion 

of everything being in constant change, is not a common idea in western thought".  The thesis 36

propose to use impermanence, as an alternative to the concept becoming: "Buddhism uses 

 Johansson, L. (2015).31

 Ibid32

  Lenz Tagushi, H.(2010)33 33

 Ceder, S.(2015)34

 Ibid35

 Ibid36
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impermanence as a foundation for being, de-centering, and dissolving permanent illusions of the 

self".  Ceder uses the term impermanence as one of three co-concepts, in the "theory of 37

educational relationality", he develops throughout his thesis.  38

Thus should you look upon this changing world 

All component things are impermanent. 
All component things are subject to dissolution.  

See all of this world As a star at dawn, a bubble in a stream, 
A flash of lightening in a summer cloud, 
A flickering lamp, a phantom and a dream3  

Buddha S. Ca.(500 B.C.), Sutra  

In the context of western art education, the research by Jan Jagodzinski, offers up an ontological 

discussion on ethics and emotion/feelings in the education situation.  He addresses transference 39

of learning which he locate in what he call "the silent space between student and teacher".  40

Unspoken inter-actions in creative subjects is another study into the agency of emotion and 

affect in art and design education. This study is built on an action research by 20 educators at the 

London Schools of Art. The result of this study shows how "unspoken interactions" has agency 

not only in between human subjects but also how material, place, and space, are strong agents.  41

 China has a different philosophical history as Ruth Hayhoe and Karen Mundy, researchers in 

comparative education, point out.  They stress the importance, of being aware of and having 42

knowledge of the cultural context, while doing research. How important it is, to learn about the 

religious and philosophical traditions of a society or region, when seeking to understand educational 

policy, schools, curricula and teaching practices. Mundy also refers to a work of Bernard Schwartz, 

who emphasised the difference in China from parallel thoughts in Europe.   43

 Ibid37

 Ibid (p. 87)38

 Jagodzinski, J. (2002).The ethics of the 'real' in Levinas, Lacan, and Buddhism: pedagogical implication Educational 39

Theory. 52, 81-96. 

 Ibid (p.81)40

 Austerlitz, N. (ed.) (2008)41

 Hayhoe, R.& Mundy, K.(Eds.) (2008) Comparative and International Education: Issues for Teachers.Published by: 42

Economic Policy Institute and Teachers College.(p.46)

 Schwartz, B. (2008).The World of thought in Ancient China. Cambridge Ma: Harvard University Press(Original work 43

1985).
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For research that address the cultural context of calligraphy-learning in China, I am turning to an in 

depth longitude ethnographic study, as well as, a in-depth scholarship into the Daoist canon: The 

Taoist Body by Kristofer Schipper.  Here, he gives the picture of the earliest philosophy/religion of 44

China, Dao, as an experience-based theory, rather than a belief system. He reveals Dao as the oldest 

Chinese philosophy, the influence of Buddhism being of later date. He proposes Dao, to be the 

philosophy of the people. Showing Dao as a philosophy concerned with the social body, as well as 

with the physical body. 

 In China, calligraphy is seen as part of the same category as Taiji and Wushu. Those 

traditions were developed closely in the Daoist setting and the understanding of these practices is 

deeply linked to the understanding of the concept of Qi(Chi).  “Daodejing” is, according to 45

Schipper viewed as the central work of Dao, although its oral tradition make contemporary 

researchers believe that it is a compilation of texts from different times, not the words of just one 

mans insights. 

 Daodejing was according to myth, transmitted by Lao Tze prior to his death. The story goes: 

When Lao Tze finally, at a very old age, left his work as Imperial librarian, he set off towards 

Himalaya, to spend his last days among the mountains. He was stopped at the border, persuaded to 

write down his understanding. The 5000 words he wrote is what is known as the "Daodejing". 

Schipper points out that it is the only recognised scripture of Dao, among the Chinese people.   

 Having said that there is but one scripture in Dao, could also be expressed as: There is 

uncountable commentaries and interpretations on the "Daodejing". The book starts with a poem that 

denies itself: -"The Tao that can be told is not the eternal Tao". Saying, whatever is expressed 

through these words is not really it. What that is, you have to find out by yourself. He is just 

indicating. The text is very complex and packed with meaning on many levels. Schipper also refer 

to another text, "Zhuang Zi" that is a collection of fictive dialogs between Lao Tze and disciples.   46

 The parallel to Socrates and the dialogs Plato wrote down is striking (Socrates and Lao Tze 

were contemporaries). Like Socrates did Lao Tze mistrust the written word. The tradition has been 

transferred person to person orally. This method of teaching, is still practised, in the fine art 

tradition of Chinese calligraphy and classical painting. 

  

 Schipper, K. (1993)The Taoist Body, Berkley: University of California Press (Original work: Le corps taoiste, 1982, 44
Librairie Artheme Fayard, Paris).

 Schipper, K.(1993:1983)45

 Ibid46
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Calligraphy is presented, in the Japanese Buddhist tradition of Zen, in "Zen and the Art of 

Calligraphy".  Here we get an introduction to the practice of Calligraphy; its development through 47

the meeting with the Japanese culture and inclusion, as a practice of Zen. In this work, although it 

mentions Chinese Buddhist teachings as its origins, its aim is not to discuss philosophy, but to show 

visual evidence of sho(Qi) in the ink lines of Calligraphy and art.  Zen painting practes build on 48

spontaneity. Schipper argue that Zen Buddhism borrowed its spontaneity from Dao.   49

 The tradition of Buddhism that in China is called Chan, originates from the Indian Buddhist 

Bodhidharma that bore the attributes of spontaneity; teaching without words and paradoxical 

expressions, what Schipper attributes to the tradition of Daoist mysticism.  Although he sum up: 50

"Alongside a rediscovered Confucianism and basic Taoism, Ch’an[Chinese Buddhism] became the 

third component in this reawakening which marks the beginning of modern China".  51

 In a recent article about Qi, calligraphy is discussed in the Chinese context of both Dao and 

Buddhism.  Here the emphasis is on, the role the concept of Qi has played not only in the writing 52

of calligraphy but in the society as a whole. - Qi is here referred to as the "fundamental energy of 

being".  In the account of Schipper, as part of the cosmology of Dao, Qi refers to the energy of the 53

universe when the differentiation from chaos began. Schipper refers to Qi as the main concept of 

the "Matter-energy theory" of early Dao.  54

 Previous research into Chinese painting, including translations of texts of the Chinese artist 

Shi Tao, has inspired this thesis. These translations have been done by Ossian Sirén,  as well as by 55

Lin-Yutang.  Both collections of translations, originate from a canon of critical and theoretical 56

texts by Chinese artists, covering more than 2500 years of texts, lasting from 600 BC to 1700 AC. 

 Of special interest to me is a seventeenth century essay by Shi Tao. He evolve a theory of 

 “Zen and the art of Calligraphy” Sogen & Katsujo,(1983) that is based on both an exhibition(Katsujo, 1979) and a 47

larger work about Calligraphy and Zen(Omori Sogen) “Zen and the art of Calligraphy” 

 "Sho" is the term used in Japan for the chinese concept "Qi".48

 Schipper, K. (1993:1983).49

 Ibid, p.13.50

 I am generally using pinyin in my text to render the Chinese signs in roman letters, althought in the citations I am 51

true to the choice of the author of the original text. 

 Kuan, Chung, S.(2006). Aesthetic Practice and Spirituality: Chi in Traditional East Asian Brushwork. Art Education. 52

59. 10.

 ibid53

 Schipper, K. (1993:1983)54

 Sirén, O. (2005:1936), The Chinese on the art of painting. NewYork: Dover Publications, Inc.55

 Lin-Yutang,(1967)The Chinese theory of art, London :Cox & Wyman.56
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art, he name ”the method of no method”. This way of denying, as a way of revealing insights 

beyond words, can be found in the Daodejing as well as in the Buddhist sutras. The essay of Shi 

Tao connects artistic inquiry with an ontology, that is based in part, on the cosmology of Dao.  57

In the primeval past there was no method. The primeval 
chaos was not differentiated. When the primeval chaos was 
differentiated method(law) was born. How was this method 
born? It was born of one-stroke. — The establishment of this 
one-stroke method creates a method out of no-method, and 
a method that covers all methods.58

Lin-Yutang comment: "The artist’s creation is compared with the creation of the world forms out of 

chaos and life out of forms". He finds traces of Buddhist thoughts as well as inspiration from Dao 

and Lao Tze which is supported by Sirén who finds a resemblance with passages in Zhuang Zi.  59

Lin-Yutang concludes the essay of Shi-Tao’s method: "The artist dips his brush in ink and is ready 

to paint, like the creator about to create forms and shapes out of chaos. He then follows the 

inspiration of the moment, and lets the picture grow out of his brush, following the momentary 

demands govern by its own harmonies…"  60

 When John Berger is mentioning Shi Tao, it is with a citation about the painters brush, as a 

tool, for making the objects emerge out of chaos.  In the essay translated by Lin-Yutang, Shi Tao is 61

talking about the function of mountains, to catch the function of mountains, to be compared with 

Deleuze writing on Cezanne and Bacon, "rendering invisible forces visible".  

 In the Swedish context the artist Rune Hagberg has written extensively on Shi Tao in 

connection to his own art which come close to the Zen tradition of painting. He say about his art 

practice:"Jag har valt gränsens position, den som varken är form eller tomhet, utan själva rörelsen 

fram och tillbaka".  With these words he positions himself in constant movement, and by so doing 62

 Ibid .(pp.137 -158). Shi Tao lived 1641-1717, was a monk, an artist and an art theorist.57

 Ibid. p.140 citation from the essay by Shih-t’ao in Lin-Yutang.58

 Sirén, O.(2005:1936) p.184; Zhuang Zi and Daodejing are the main texts in the Daoist canon. 59

 Lin-Yutang, (1967) p.18.60

 Berger, J. (2002). Fickor av motstånd (Steve Sem-Sandberg, Trans). Stockholm: Ordfront. 61

Berger might refer to the start of the essay of Shi Tao ”In the beginning was the brushstroke”, (Sirén, 2005:1936). 
This, is connected to the cosmology of Dao and the view of an undifferentiated chaos as the beginning of the world. 
See further information in ch.7.2 of this thesis.

 My translation:”I am positioning myself at the border, a place that is neither form nor emptiness but the movement 62

itself, of coming and going”. In Hagberg, R.(1989). Gränsens position.Linköping:Sandler.
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he is defining an artists research position that could be of use for understanding the painting 

method of van Gogh, that among other works, lead to the work Starry Night.  Translated to a 63

scientists verbal expressiveness Karen Bards come close to these artists: 

Phenomena are not located in space and time; 

rather, phenomena are material entanglements 

enfolded and threaded through the 

spacetimemattering of the universe,   64

Further, art and research has been done by many artists, writers, and musicians through their 

different art processes, arriving at insights of the potentiality of a space of not knowing. When asked 

what was his most important contribution the composer John Cage answered, that it was his un-

intentional approach in composing.   65

 The author Doris Lessing has given "the subjective" agency in literature. She has also, 

before it was named as a research strategy, used the methodology of diffraction in her visionary 

work:"The Golden Note Book" from 1962.  66

 Another author, Douglas Adams makes a playful take on post humanism as early as 1978: in 

the sequel starting with, "The Hitchhikers Guide to the Galaxy".   67

 What these researchers, artists and writers have in common are personal insights that have 

motivated their respective works. Dao or the tradition of Buddha stress method in search of 

knowledge. Both traditions use work on one's body to come to insight which relates to Barads 

concept onto-epistem-ology.   68

 The connection of artists to the scientific view, of Barad, become visible in "Where the 

Heart Beats". This account on Buddhist influence of John Cage and his circle of artists, seen 

through the vision in the Buddhist sutras are emphasising the intra-relatedness and intra-dependence 

of all things and beings.  

 Refer to the painting by Vincent van Gogh, Starry Night, In this painting the artist paints stars in as spirals which 63

science found out recently is the form they have.

 Barad, K. (2015).64

 Larson, K. (2012).65

 Lessing D. (2007:1962). The golden notebook. London: Harper Perennial.66

 Adams, D. (1979) Hitchhikers Guide to the Galaxy. London:Pan books.(Original work broadcasted on BBC radio 67

1978).

 Larson, K. (2012, p.242).68
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5 Theory & Methodology

Theory, method and analysis, are all entangled in this inquiry. In this chapter I introduce 

diffraction and art based research. These analytical tools will be further understood, through 

example, in the analytical chapter.  

 This study, relates to a feminist post-humanist approach, where change and intra-activity 

are central concepts: "Feminist relational materialism," viewing "the subject as in motion; as a 

verb or entangled in a web of discursive, cultural, political and material forces".  Karen Barad 69

describe the concept of intra-activity through a metaphor:"The way waves combine when they 

overlap and the apparent bending and spreading out of waves when they encounter an 

obstruction — a study of how humans and matter emerge as a result of intra-activity".  In the 70

following section, I share my process of opening up to post-humanism, through Barad.   

 Initially, I was wondering, how can you be serious with the concepts Deleuze and 

Guattari introduces: Body without organs, lines of flights, rhizomes? Or the words of Barad: the 

iterative intra-activity of the world in it’s becoming, pure poetry! Eventually, I realised that 

seriousness might not be helpful, in a thesis that builds on a field study, based in a cultural 

context, whose philosophical origin, Dao, embrace laughter.  

 "All bodies comes to matter..," Barads work on giving precise wording to her insights, is 

managing to cross the line in-between science and art, and in so doing, erase a 

conceptual misunderstanding of art and science being apart. By being sincere in finding words to 

communicate insight, Barad touches the tacit space were music is heard.  What sounds like 71

poetry, is in fact, Barads sense for fine-tuning what she expresses in words, and it has a ring of 

poetry, because, in this theoretical framework everything is entangled, expressing meanings on 

multiple levels where art and science are not dichotomies: 

the weightiness of the world, exiled from the familiar, on 
behalf of the subaltern, existence of finitude that gets 

defined as matter, again looking at mirrors, either the 

face of transcendence or our own image, practices of 

knowing, practices of knowing in being  72

 Barad, K. (2007: 2008), in Larson, M. & Phillips, D., (2013). Searching for Methodology. Feminist Relational 69

Materialism and the Teacher-Student Writing Conference.

 Ibid70

 Compare with the concept of Plato ”the music of the Spheres”.71

 Barad K. (2003) Post humanist Performativity:Toward an Understanding of How Matter Comes to Matter in Journal 72

of Women in Culture and Society 2003, vol. 28, no.3, University of Chicago.
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She describes a ballet of agencies constantly acting on each other. The enactment of a casual 

structure. In finding those words, she is not only using an artists method in expressing herself, 

but also a mayor theme of the arts, that which concern our finitude. 

 By the theoretical term onto-epistem-ology  — we have got a concept for the area of the 73

arts that deals with what is famously expressed by Hamlet.  74

 To answer my initial question, no you can’t be very serious, there is no need to be, 

laughter is inherent in the world and here, she meets with the Daoist conception of the world 

"The foolish student hears of the Tao and laughs aloud. If there was no laugher the Tao would not 

be what it is."  75

 Karen Barad describes through a demonstration of the two-split experiment how the past 

and the now are mutually entangled.  This is a very remarkable finding that challenge linear 76

thinking about the world, but it connects with philosophies developed in another part of the 

world than ours. "Not two, one," are part of mind-training in the Buddhist Vajrajana-tradition. 

When someone is being unfair to you, these are the words you are asked to take to your heart.  77

"Particles eat particles" my teacher in Vipassana meditation, Ruth Denison, commented when 

she gave us chocolate to eat at the end of a Vipassana meditation retreat.  With this act she 78

wanted to make us understand that we are not divided, time is not divided, we are one! I can see 

how this Buddhist view connects to Barads words: "Quantum understanding of diffraction 

troubles the very notion of dichotomy — cutting into two — as a singular act of absolute 

differentiation, fracturing this from that, now from then".  I can follow Barads experiment from 79

the embodied experience I have developed through practising different Buddhist, and other 

methods of encountering the moment of now, through body, mind and emotions. Coming from 

Buddhism and art education makes it very easy to connect with the concepts of mattering, and 

entanglement. In Buddhism the concept of "now" is central, but not as a dichotomy from "then". 

On the other hand ”now” is seen as all that exists: past is gone, and tomorrow never comes. 

 Barad, K. (2003) p.829:"Onto-epistem-ology — the study of practices of knowing in being—is probably a better way 73

to think about the kind of understandings that are needed to come to terms with how specific intra-actions matter".

 "To be, or not to be…" in Hamlet, by William Shakespeare(stage play, ca.1600).74

 ”Daodejing”, ch. 42.75

 From Karen Barad’s speech at 2014 "Feminist theory workshop," internet source, Youtubehttps://youtu.be/76

cS7szDFwXyg.

 Kitagawa J. K. (2013:2002), The Religious Traditions of Asia: Religion, History, and Culture, Hoboken:Routledge. 77

Vajrayāna Buddhism, utövas i dag i Tibet och Japan.

 Friedman L. (2000).Meetings with Remarkable Women: Buddhist Teachers in America Boston, MA: Shambhala.78

 Barad, K. (2015).79
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When "then" is arriving it’s a "then" in the now. Re-visiting, re-turning is part of this "now". 

Barad explains it very clearly: 

Matter itself is diffracted, dispersed, threaded through 

with materialising and sedimented effects of iterative 

reconfiguring of spacetime-mattering, traces of what 

might yet (have) happen(ed).  80

I am using re-turning as a method for letting segments of text from different theoretical traditions 

entangle with my material. Methodologically, I am drawing from Barad by re-turning to a place 

in time several years ago, to explore, what I call spaces of not knowing. I am exploring those 

spaces through art methods; by letting Barads theories of diffraction inform a re-reading, a re-

turning to an already diffracted text; the visual essay from the fieldwork in China.  I re-turn to 81

create more diffraction. I follow the example of Karen Barad who in her text ”Diffracting 

diffractions” read texts from different spacetime co-ordinates, against each other.  82

Re-turning as a mode of intra-acting with diffraction - 

diffracting diffraction - is particularly apt since the 

temporality of re-turning is integral to the phenomenon 

of diffraction.— Diffraction is not a set pattern, but 

rather an iterative (re)configuring of patterns of 

differentiating-entangling. As such, there is no moving 

beyond, no leaving the 'old’ behind. There is no absolute 

boundary between here-now and there-then.  83

 Barad, K.(2014).80

 Edelholm, N.(2011).81

 Barad, K.(2014).82

 Ibid83
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Inspired by Barad I have re-turned to a spacetime co-ordinate seven years back, to an auto-

ethnographic visual essay, that build on a field study in China. The form of the visual essay is 

text, images and a Chinese philosophical text, "Daodejing" entangled and diffracted towards 

each-other.  84

 In the present thesis, I add to the entanglement Deleuze concept of forces. Forces in 

Gilles Deleuze context, are used in his work on the English artist Bacon where Deleuze 

expresses a view on art as a way of working with forces rather than with what appears. He sees 

art as unfolding, like the way he view philosophy.  In "Frances Bacon, The Logic of Sensation" 85

Gilles Deleuze writes about paintings that act directly on the nervous system, how the artist 

through paintings "renders the invisible visible".  He argues that the main work of a painter is to 86

work with these invisible forces. Deleuze takes Bacon as an example of a painter that managed 

through his paintings to affect the nervous system of the viewer directly. 

 In 1980 Roland Barthes published his last book "La Chambre Clair".  In this work on 87

exploring photography, he defines a concept, punctum. He explained this concept by putting it in 

contrast to another concept, studium. Punctum, he say, is what cannot be named, that which  

pricks him in a photograph; it is there and still it is what he is adding to it, he explains. He 

expresses that punctum is not coded while studium always is. He adds:-”What I can name cannot 

really prick me. The incapacity to name is a good symptom of disturbance”  

 I am using Barthes concept punctum, in my analysis. I use it, in the way I understand it, 

from Barthes description of his intention towards a ”science of the subject.”  I find Barthes 88

leaning towards what cannot be named connected to Dao and the opening chapter of Daodejing 

where Dao is defined as what you cannot talk about:  

Daodejing Ch. 1:
The Dao that that can be told is not the eternal Tao; 
The name that can be named is not the eternal name; 
The nameless is the beginning of heaven and earth;
The named is the mother of ten thousand things…

 Edelholm, N. (2011).84

 Bird, T. (2017)Practising with Deleuze. p.46.85

 Deleuze, G. (2002:1981). p.34 and p.56.86

 Barthes, R. (2000:1980) Camera Lucida. New York:Hill & Wang (Original work published 1980, "La chambre clair: 87

notes sur la photographie"), pp.25-60.

 Ibid p.18.88



spaces of not knowing    28

In the cosmology of Dao everything is matter that is governed in accordance to a general theory 

of energy(Qi) that Schipper name "matter-energy".  The concept of Qi permeates the whole of 89

Chinese culture. In calligraphy and classical painting, the quality of work, are judged on how 

well, the flow of Qi, is visible in the lines. The meaning of Qi, has been difficult for western 

scholars to agree on, as it contains many levels of meaning, and is therefore, difficult to translate. 

Although, flow or the universal energy, are among concepts used. 

 Moving into the stage of analysing, I explore 

what knowledge unfolds, using an artist research 

method together with the methods already mentioned. 

As Barone and Eisner have pointed out: "An openness 

to epistemological diversity, might prove, both 

theoretical and methodological wise".  90

 Working with painting you learn through intra-

acting with matter, you get a direct "hot-line" between 

your body-matter, and other matter. When I take up a 

pen or brush, or any other artists materials, I start a 

process of exploring what I am looking at; touching; 

connecting to a conceptual idea. Although it is 

explored through the artist apparatus.  91

 From my point of view, exploring a space of 

not knowing, is exploring an experiential space 

unfolding, as it makes itself known to the one 

experiencing it.  

 Barthes, R. (2000:1981). p.34.89

 Barone, T. & Eisner. E. W.(2012) Arts Based Research. Cambridge:SAGE publications.90

 ”apparatus” is a concept transferred from Karen Barads double split particle experiment.91
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6 Method

Two events has been chosen for analysis. They will be unfolded by an art-based method and 

through diffractive strategies, as explained in the section before. The events are referred to being 

rich in data and saturated in varied sources. These various kind of field notes, are emotionally, 

bodily and mentally dense, which enable a thick description when you write up your report.  92

 In the field study, an auto-ethnographic method was used for the collection of the data. 

This implies being attentive to your bodily, emotional and mental responses to the field.  I had 93

considered different visual methods for the field study in China as I do not understand Mandarin. 

Although after doing a pilot study, were I explored photography as a research method, I settled 

for including auto-ethnography as a complementary method. In this method do you, like the 

"participating observer" in ethnography, view your emotional and other responses to the field, as 

data.  Although here, your responses are your main input. Auto-ethnography is related to the 94

understanding that our individual stories, of how we experience and reflect on the world, is 

telling something authentic. Auto-ethnography use the "personal narrative form" to interpret, 

reflect and use the experiences of the researcher as data. In Roland Barthes words: "I offer up my 

personal story not to fill the scene with my individuality but to offer my individuality to a 

science of the subjective experience".   95

 The first analysis is performed on an event I have called Arriving. This event refer to the 

first meeting with the field, arriving at the airport in Beijing and the following three weeks. The 

second event is called Changing and that refer to when I take lessons in calligraphy-based 

Chinese classical painting. To open up and unfold the material I use different analytic strategies:  

 The following page contain a description of the art-based method used in the first event 

Arriving, and a brief description of the method used for the second event Changing. 

 "Thick description" is a key terms coined by the anthropologist Clifford Geerz in "The Interpretation of Cultures: 92

Selected Essays"(1973).

 Bochner, A. & Ellis, C.(2016 p.87). In Evocative Autoethnography: Writing Lives and Telling Stories. New York: 93

Routledge.

 Pilot study: Edelholm, N. (2010) Learning in Visual Art and Silence:Photography as a Research Method. 94

Malmö:Malmö University (MUEP).

 Barthes, R. (1980, p.18).95
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Arriving: 

In the first event, visual and written field notes meet and diffract. I start the analysis(chapter 

7.1.1) with describing one artwork and what I see in it is based on memories and written field 

notes — using the concept punctum.  Then follows an analysis using water, brush and paint. 96

Here follows a detailed description of this art-based method: 

a/ I start with emptying my mind from any memories or connotations. 

b/ I sit watching the image, prepared with paper in front of me. 

c/ Waiting until a contact, connection, touch is happening. This is an in-between moment where 

the subject of me and the image, I am analysing, becomes something new. 

d/ A new picture materialise, and following instantly, an enlarged understanding of the image 

appear through new thoughts, feelings and bodily sensations. 

 I understand this method as entering into "painting mood" where, I am activating an 

embodied way of receiving the world that open up an understandng not available to me 

otherwise. This, the method of the artist, I bring into the analysing situation. This skill can, for 

example, be developed through drawing.  You learn to see anew by combining mind, hand and 97

eye; learning to trust the knowledge of the hand. 

Changing: 

In the second event I am re-turning to a text of the visual essay from 2011. Here the text of 

Daodejing  meet with the auto-ethnographic texts, comments and images. Here I take 98

inspiration from Barad when I re-turn to the visual essay and entangle its multimodal text 

through a number of space-time co-ordinates, exploring what the re-turning unfold.  

 Barthes, R.(1980).96

 Edelholm, N.(2010).97

 Daodejing(600 BC).98
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7 Analysis

Here, I re-turn to the multimodal field notes and visual essay from the field study in Beijing, 

with the method, "Diffracting diffractions". Texts from various sources; paint and paint-brush; 

different moments in space-time, entangle and diffract, in the present moment of analysing.  

To keep track of which voice is performing I use different fonts and colour:  

Field notes: Blue Gill Sans 12p. 

Daodejing: Green Gill Sans 14p. 

Shi Tao: Red Gill Sans 12p. 

Visual essay:  Cursive Times New Roman 12p. 

Comments:  Times New Roman 12p. 

7.1 Arriving

My first morning in Beijing, a beautiful dead bird lay on the stairs to my garden. Early next 

morning the bird was gone but looking out of the window towards the garden, a big cat was 

silhouetted against the lightening morning sky. Cat in Chinese is Mao, it holds many symbols. 

My experience of cats tell me that cats give presents in the form of a rat or a mouse; to give an 

offering in the form of a bird, meant to me that I was being presented with a great gift. It told me 

I am welcome; I have nothing to worry about; I am being fed and looked after, but also watched. 

 What I saw and see now from this painting is power, but also that I am being welcomed. 

The bird was placed inside the fenced door that you can see on the pictures below. It must have 

caused the cat some work and thinking as he placed the bird safe from others than me. 
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7.1.1 An Example of doing Art Based Analysis through Painting

Below I perform an art-based analysis through the entanglement of matter. I use brush, water, 

paint, paper, the visual field-note/painting, me , texts from the visual-essay and Lao Tze.  99

Analysis session, May 19, 2018. To the right the field-note of the cat; to the left the blue lines referred to in the text.

In the centre of the image above is a painting of a cat silhouetted against a fence. This field note, 

in the form of a painting, was done the first week of arriving in China. This record a situation 

when I have opened up and responded to, as well as allowed myself, to re-enter, the experience 

of the moment, when I painted the cat-bird picture in Beijing. 

 I have looked at and listened to the cat-painting. Then while painting the blue lines, 

thoughts and feeling that are related, to the moment of making of the visual field note, emerge. 

While allowing the blue lines to happen on the paper, the insights expressed in the data from the 

field-work are repeated. In this case no new information is appearing.  

Method: 

I am allowing spontaneous lines to happen on the paper and in that process thoughts are formed 

in my mind, thoughts that are a response to the activity of tuning in to the painting(the field-note 

in form of a painting) by means of brush and colour. 

 The Chinese Daoist text Daodejing, is attributed to Lao Tze around 600 BCE. This Translation is from 1972 by Gia-Fu 99

Feng and Jane English [Feng G,& English J.(1972:600 BC)Lao Tzu, Tao te ching].
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7.1.2 Analysis of ”Arriving”

Visual essay, 2011, p.22:  

Comment: In the essay, Lao Tze talk first: 

Daodejing ch. 55
It is not wise to rush about. Controlling the breath causes strain. If too much 

energy is used, exhaustion follows. This is not the way of Tao. Whatever is contrary 
to Tao will not last long.100

The first night did she decide to walk off the jet lags — She found a park just around the corner.  

It was already dark but the park was full of life. She felt herself pulled into it, before she knew it she 

was stumbling around, to the great amusement of onlookers, to the tune of Chinese dance band 

music. It took some time before she got a chance to escape out of the helping hands of her dance 

partners. The park resembled a Fellini film, she thought of Roma, the film of his childhood. The first 

two and a half hour experience of the park, could only be matched with the imagination of Fellini. 

On every square-meter a destiny was (being) played out.  101

Field note: 7 September, still arriving:

I can feed myself; I feel better; I can go out and order a vegetarian dish that I can eat; I feel more potent

Visual essay p.12: 

It was literally like arriving at a foreign planet, not very fun 

Field note: Beijing 5 of September 2010 03:00

— What am I doing here? I have got to that special place in a journey when I wake up and ask 

myself: — What am I really doing here? Four days, the difficult fourth day, ok, now it is soon the 

fifth day then it will/should ease out.

Field note: Beijing 15 September 2010

-The logic doesn’t work here! -Who’s logic? -The logic of Aristotle! -Stupid, China is not built on 

the thinking of Aristotle.-OH! Then I am really ”lost in translation”.-Mmmm!

 Feng G,& English J.(1972:600 BC)Lao Tzu, Tao Te Ching.100

 The visual essay is written in third person in order to create a distance, as it is my own experiences I am observing. 101

The text is referring to the adventures I encountered; the day I landed in Beijing; the 1 of September 2010.
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Daodejing ch. 56
Those who know do not talk, Those who talk do not know, Keep 
your mouth closed. Guard your senses. Simplify your problems. 
Temper your sharpness. Mask your brightness. Be at one with 

the dust of the earth. This is primal union.102

This is the morning of my third week in field. I woke up at 6 and went to the park for Ta´i Chi. 

After training I had a coconut that tasted bitter. - I had struggled with the movement of the 

“Chinese gymnastics” and right at the end my mind had suddenly gone quiet and I felt calm and 

centred for the first time since I had arrived in China. On the way out of the park, looking at the 

ground, I noticed traces of calligraphy evaporating into thin air. 

.
Calligraphy painting with water on stones, Tuanjiehu park, Beijing, 2010. 

The day before had been awful. Nothing seemed to happen with my fieldwork. I didn’t understand 

how to connect with my contacts, I just wanted to go home. I had felt extremely impotent. I had 

worked so hard for this and now it all seemed like a waste of time and money, not only mine.

After a Buddhist temple, a visit that had at least some connection with my project as most of the 

Chinese artists of the past had been monks or in some extent related to Buddhism. Next thing I 

did was to suppress my panic when realising I was in the middle of this 30 million people 

”Metropolis” without a “working” mobile phone and no knowledge of the spoken language. 

 Feng G,& English J. (1972:600 BC)Lao Tzu, Tao Te Ching.102
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Field note: 100915 Nothing can save you from the unsettling feelings of not really knowing what is 

going on in a place were the cultural codes are unfamiliar at the best, unknown mostly!  

Field note: 110325:

 When I now realise I was getting into a culture shock when I arrived in Beijing do I wander if I was 

getting a taste of what it could feel like to arrive in Sweden as a refugee or guest-worker. The narrative 

they have been told about our country and the real story unfolding. 

I wonder if it is not in this gap the culture shock is being fabricated.

Field note: 110303 Visual essay 20 p:

 Later I was to describe Beijing as a Swedish wild river with timber fast floating towards the coast, or 

like a dragon you had to ride. The lesson for me to learn here was that I was not in control, and better 

be like a bending bamboo, or get hurt. I didn’t feel much like a bamboo then, rather like a branch 

swirling round in that river. — Although I held hard to my note books. The logs kept my roots in the 

ground, realising how the subject for the fieldwork was tightly entangled with the story of my life. I was 

learning that to get something done in China I had to drop my Swedish persona and get into the grove 

of the deep philosophical roots of the country. 

Nu-chu was asked "Where did you hear about the Tao?" she replied:
I heard it from the descendant of Calligraphy, 

Who had it from the child of Repeated Recitation, 
Who in turn knew it from Vision of Light; 

Vision of light had it from Whispered Instructions, 
Who in turn had gotten it from Hard Apprenticeship; 

Hard Apprenticeship from Popular Song, 
Popular Song from Obscurity, 
Obscurity from Three-Void, 

Who heard it from: Perhaps a beginning?103

Malmö 15th of mars 2018: 

The painting to be analysed is a visual field-note from my first weeks in China 2010. To start 

with, the analysis is performed by describing how I perceive the painting through the concept  of 

punctum.  Then I perform an art-based analysis as described in the method chapter.  104

 Mu-chu is an important character in the Daoist canon. Teaching without words, p.217 (Schipper, 1993).103

 Barthes, R. (1980) Camera Lucida pp. 25-60. Here Barthes present his concept punctum. "Absolute subjectivity is 104

achieved only in a state, an effort, of silence", p.55.
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It is Beijing, the 15 of September 2010: 

I am back home, in my studio in Tuan Jie Hu. I sit down and make the painting you see here. 

This picture, is part of my visual data. In the following analysis of the image above, I, with the 

wording of Barthes, offer up my subjectivity, "to extend this individuality to a science of the 

subject".  105

Malmö 15 mars 2018:  

I pick up one of my visual field notes, an acrylic painting. The picture shows a bird that is as big as 

the houses. In it is among other things, a hill, a tree. The edges of the image is painted in gold and 

red, looking like a curtain on a theatre. This addition to the image I read as a way of expressing that 

I am looking at a scenario in a theatre, or at a cinema, or even a circus.  

 My punctum is the colour-scheme, which are far removed from any aesthetic sensibilities, 

even rather unacceptable. This visual data, this image, I even find it hard to look at. The colour 

discord is brutal! Yes, I do find the colours brutally crude and still, I made it. It represent to me the 

state of mind I was in the first days in Beijing, when I made it. This is my first conclusion but as we 

shall see, when using a different tool for the analysis, new meanings appear. 

 In the painting everything is floating although some things stand out; houses are in a limbo 

 Barthes, R. (1980), p.18. 105
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in-between being the concrete structure of houses, and being  pictograms for mobil phones. There is 

dark blue colour representing disturbed water, not at all resembling the calm comforting water in 

the dam of the park where I used to walk. The water of the image is a fast moving mass of dark blue 

and red. In the upper part of the image you see eyes, but no faces. I ask myself what they represent? 

Is it eyes watching me, or are they representing my gaze?  

 In the far left in the lower part of the painting some round forms are representing coconuts 

with straws and people engaged in Taiji, Wushu, and singing. They are depicted through simple 

lines, with note signs over their heads. At the top of the image you can see wave-forms. I wander, 

could it be sound waves? To further explore the painting I bring out paint and brush. 

 I set the painting at my desk so I can have a good view of it. In front of me a paper for water 

colour, also a big slab of blue paint, and a small of bluish green. 

 I centre myself by bringing my attention to my posture, and breath. I fill the brush with 

paint, focus on the painting, and wait. Suddenly energy is moving the brush over the paper, twice.  

The text, written in Swedish on the image above, read in free translation : 

it was something very wonderful I experienced, those first days in Beijing, I got 

in contact with, a certain flow; a kind of inner music; a subtle materia; a breath/

represented by the golden colour on the image below; a flow through the belly; a 

strong rhythm in the image, repetition of forms, a certain beat 
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The action of painting has switched my perception. When I now look at the painting, what I 

receive as the image, is so different from before. Has a very different emotional content. I am 

receiving the image anew. New meanings are flooding my consciousness: 

 

The crude and simple lines in the bottom of the image are suddenly talking to me in another 

language. It tells me about a feeling of flow. Flow or the moving of Qi is at the centre of practices 

based in Dao, Taiji, Calligraphy. This I experienced arriving in Beijing, first time in China. The 

memories of the body being actualised and reachable by the analysing process of painting. 

 It seems, with a citation from Deleuze’s work on Bacon and Cezanne, that invisible forces, 

has been rendered visible. I am aware of moving across many cultural borders. I talk from my 

experience of doing art and in that context those different concepts intermingle, entangle and make 

meaning together. 
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7.2 Changing

Shi-tao: 

There is no limitation to method or skills, and the skill can be shown in calligraphy as well as in 

painting. For these are twin arts with the same function.  The single stroke is the origin of all 106

calligraphy and painting, which are, as it were, the material application of the first principle.

Field note: London 110329107

A piece of calligraphy:

Looking closely at it(the calligraphy), at a break of reading up on auto-ethnography, I remember 

this was the last piece of work in session two, three hours of intensity had passed, I had been 

told to put all my passion and emotion into the making of the ink lines, I was watched by my 

teacher, two Chinese young artists that translated, and an American young artist from my 

residency program. This was learning to walk out in the public. No place for shy-ness here.

Comment 180520: 

Writing this, tears well up, and now a deep relaxing breath. It has taken a long time to again get 

close to this space time co-ordinate. The act of re-turning is connecting the totality of my body-

mind with this moment in the field study of 2010: the openness to depth; the recognition in my 

body of the invitation to enter into the next moment, in the vulnerability, of not knowing what 

comes next. 

Visual-essay p.11: 

She was asked to put all her emotions into the lines and her teacher commented: - ”Very  different 

emotions!”  He was referring to that, the feelings she expressed through the brush, looked very 

different from the feelings expressed by his Chinese students. When she tried to be mindful and copy 

the sign correct, he motioned her: "More emotions! Put more emotions in!"  

 That part of the line is broken doesn’t take from the quality as the flow of Qi is unbroken he 

now explained to her. 

 Lin-Yutang(1993, p.152) "function"(jen)refer to the logical place in nature of a phenomenon. Everything in 106

nature(such as hills, streams) has a proper logical function in the universe. The artist penetrates into the life of the 
universe and expresses it by means of brush and ink.

 From the green China series field-not-book number 3(of 4): "Analysis". I am staying in London to be close to the 107

British library where I search for texts related to Chinese philosophy, Daoism in order to get a theoretical background 
to my experience during the fieldwork in China. I also have my bonus son and his wife living close by, which is 
encouraging!
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Above is a photo of the sign referred to in the text.

He pointed to different parts of the sign, telling her in which part the Qi was strong and where it 

was weak. She cast her mind back to these moments of action, and tried to recall, how her mind had 

been set, when she draw those lines. She concluded that most likely her thoughts had interfered with 

her totality were the Qi was weak. Her background experience in art had taught her to listen to 

herself and to the painting, in order to judge the quality of work. 

London, 110329:

 I remember doing the last stroke of the sign with (the) last piece of energy I could bring up. 

Lifting the brush from the paper, the silence was interrupted by applause, the sound which 

eventually reached my consciousness. I was then given the paper and was told to hang it on the 

wall. I had learned my first style of calligraphy, "the seal script".

180520 what is described in the 2011 log is the total vulnerability of moving into a place where 

we truly don’t know where we are going. It also tell us a story about trust in-between the student, 

me, and the teacher, my teacher. Concluding: a space of not knowing invites a great vulnerability. 
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Daodejing ch. 27: 
If the student is not cared for and the teacher not respected, 

confusion follows, no matter how clever you are108

Field note: This morning — I stumble on the insight, that the teacher here, is getting me through, 

what I am having my students to go through. I have often, told them to trust to move with 

confidence, in for them, completely new places. I have expected them to plunge themselves into 

the experience to learn.

Learning the depths of Chinese classical painting is an individual process in-between a 

student and a tutor: ”Collective study is no good!”, I am told.109

180520 One to one teaching is the norm at advanced levels of art education in the West, where 

this methods affective complexity, has been subject to recent research initiatives.  110

Shi Tao on the one stroke method:

In the primeval past there was no method. The primeval chaos was not differentiated. When 

then the primeval chaos was differented method(law) was born. How was this method born? It 

was born of one-stroke. — If, then, the artist fails to understand the inner law and catch the 

out-ward gestures — it is because he has not grasped the underlying principle of the one-

stroke. —the  act of drawing never departs from the understanding mind.111

Field note:

As much as she wanted the lessons did she resist them so she was very, very late. As the taxi 

took her closer to the artists village and her third set of lessons something relaxed in her and 

she arrived at her last lessons in a shaky but receptive mood.

My Chinese Calligraphy teacher tells me: ”Put more emotions into the line"!

 Feng G,& English J. (1972:600 BC)Lao Tzu, Tao Te Ching.108

 My informant was a woman with a master degree from a Finnish university now holding a prestigious position at a 109

new museum in Beijing.

 Hjelde, K. (2008) Between fine art and teaching reflecting creative passion pp.141-151. In Austerlitz, N. (Ed.) 110

Unspoken Interactions. London: cltad.

 Lin-Yutang, (1972).111
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Visual essay p.12, third set of lessons: 

She arrived to the lessons in a let go. It had been one of those days as they say. She was more 

than one hour late. She had been fighting the current of traffic, heat, buses, tube and finally 

taken a taxi from downtown Beijing.  

 She recognised some resistance inside to go to the teachings. The learning of the last set of 

lessons had been deep or to use a more technical word, ”transforming”. She had opened herself up 

to the teachings and had got new insights. This had created a trust in the teacher but also a 

dependency that created an emotional attachment which she had acknowledged. As much as she 

wanted the lesson did she resist them, so she was very, very late. As the taxi took her closer to the 

artist village and her third set of lessons something relaxed in her and she arrived at her last lesson 

in a shaky but receptive mood.  

 The learning this time was to allow flow and that controlled concentration doesn’t work. It is 

more about to get the knack. For this, trust was needed. She tried to be very mindful of everything 

she did and the teachers comment was that this start and stop she was doing made her lose energy. 

She understood it like that she needed to let go of mind control and more trust the understanding 

that her body-mind already knew. Something like, to jump in the water and trust she can swim.  

 The way of knowledge she had developed in calligraphy she recognised as connected to the 

thinking of Polanyi and the theory he called "Personal knowledge", which involves more than the 

thinking process.   112

Daodejing ch. 11:  
Thirty spokes share the wheel’s hub;  

It is the centre hole that makes it useful.

 Shape clay into a vessel;  
It is the space within that makes it useful. 
Therefore profit comes from what is there; 

Usefulness from what is not there.  113

May 21, 2018:  

Re-turning to the above field note, bodily memories appear. I get drowsy. Resistance, towards 

going into memories that involved a great vulnerability, makes itself present. Then, I lay down, 

 Polanyi, M.(1958). Personal Knowledge: Towards a Post-Critical Philosophy. Chicago: University of Chicago Press. 112

 In Personal knowledge (1958), Polanyi argued, that positivism supplies a false account of knowing.  
For more on Polanyi see Polanyi, M. (1983:1966) The Tacit Dimension. First published Doubleday & Co, 1966. 
Reprinted Peter Smith, Gloucester, Mass, 1983. Chapter 1: "Tacit Knowing”.(reprint 2009, University Chicago press).

 Feng G,& English J. (1972:600 BC)Lao Tzu, Tao Te Ching.113

https://en.wikipedia.org/wiki/Positivism
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inviting the bodily memories. Ast first, only visual memories are there. After a while sensuous 

memories appear. Now I can no longer stay awake, but find myself, falling into a dream-state. 

Commentary: 

On May 20, 2018, I wrote: "a space of not knowing invites a great vulnerability." The text from 

the visual essay, give an example of, how great vulnerability can be experienced, when we move 

into uncharted areas. The text show how trust between me, as the student, and the tutor 

developed. 

 Real trust started to grow, when I understood that I finially had found a teacher that had 

the knowledge of Chinese Classical Painting, I had come to China to find out about. To me this 

meant I had made a right choice when I trusted him to be my teacher. Taking the lessons made it 

clear to me that the tradition of classical painting are still alive. 

 I have told the story of having been motivated to go to China after reading texts from a 

seventeens century artist, Shi Tao. In the field note I describe the moment, when, after much 

frustration, I realise that I have found what I came for. This created shock and resistance in the 

first place. Then surrender and openness to learn anew as the trust grew. 

 Since long I had appreciated, recognised and wanted to learn about the special quality in 

paintings that in the Chinese context are called the flow of Qi. I realised that my teacher not only 

had an understanding of this but also was able to teach it and deepen my understanding. 

I realised that I had found the learning I had hoped for. In that very moment was it clear to me 

that I had not fully believed that I would succeed in my quest. 

 What happened at the moment of this realisation I had no preconceived idea about. 

Following the auto-ethnographic method with self-observations, I noticed that, although I was 

happy to have found the "right" teacher, I saw that emotional entanglement arouse. There 

appeared fear of both dependency and attachment. This created a resistance to further learning as 

the field notes from the third set of session shows: "as much as she wanted the lessons, she 

resisted them".  114

 Getting in touch with this memory "tears came to my eyes," hinting I was touching on a 

moment of affect, a moment when I had been touched, a moment of change. I had risked. I had 

arrived in a situation where the understanding of the concept of Qi where embedded. That, I was 

not aware of, when I risked follow the instruction of my tutor, to put all my emotions in the line. 

 The citation referred to can be found on page 38 in this thesis. (Originally in Edelholm, N. 2011).114
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In other words I was exposing myself. I was asked to open up my emotional self and express it 

for "all" to see. Before re-turning to the moment of this experience, I was not aware of what it 

had cost me in risk-taking and trust. 

 In recognising resisting the third set of lessons, I had a confrontation with what was not 

seen before — resistance as a powerful agent.  

 What I wanted to learn had taken me into "unknown waters". I had a taste of it in the 

previous lesson when I had let go and allowed myself to explore the unfamiliar. 

 I describe how during the taxi ride to the following lesson, something, in me relaxed. 

I surrendered: "She arrived at her last session in a shaky but receptive mood". I find this 

resistance to learning important to take note of, not as something bad, but as a valid response to 

moving into spaces of not knowing. 

Daodejing, ch. 27:

If the teacher is not respected, and the student not 

cared for confusion will arise, however clever one is. 

This is the crux of mystery.115

I felt well cared for. This helped me respect the teacher and trust to develop. 

     

In the last set of lessons a real learning started to happen, resistance was gone and exchanged 

towards a real trust in the teacher. By allowing me to be guided, I moved into new spaces of not 

knowing. Trusting and therefore, able to learn anew. 

 This concluded my field-study into the learning methods of Chinese Classical Painting. 

Overcoming my resistance when arriving at my third set of lessons, the understanding of the 

process settled.  

 Feng G. & English J. (1972:600 BC)Lao Tzu, Tao Te Ching.115
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8 Discussion 


What I refer to as the space of not knowing is to me a qualitative concept concerned with the 

space and place of "now".  

 In this inquiry I am asking how a space of not knowing perform knowledge. I am 

exploring how you can understand, the performative agency, of such a space, and its place in 

education. What unfold in the analysis, is, that spaces of vulnerability and trust are entangled in 

the experience of allowing your body-mind to explore spaces of not knowing. This I find of 

special relevance, to take note of when we encourage ourselves, pupils and students, to explore 

uncharted areas in educational settings. Another key concept, that unfold out of the analysis, is 

risk. In the story told, risk, vulnerability and trust are related to being in places that are new to 

oneself. Places where you are in a space of not knowing, is where, you have to give trust to 

strangers. In other words places of risk and places of dependency. 

 In asking how a space of not knowing perform, is looking at this space as something that 

does something to learning; creating knowing from not knowing. Re-turning, doing a re-reading 

of visual and written field-notes, is initiating a process of understanding in me. I view this 

understanding, as a result of a complex entangled process. 

 This process of Re-turning has given me insights into three agents at play when you are 

in a space of not knowing: Risk, Vulnerability and Trust. 

Daodejing ch. 43:
The softest thing  in the universe

overcomes the hardest thing in the universe.
That without substance can enter where there is no room.

Hence I know the value of non-action.

Teaching without words and work without doing
are understood by very few.116

Having concluded the potentiality of moving into uncharted areas of "the now", an important 

ethical-pedagogical question unfold: How to take into account the factors of vulnerability and trust 

when we encourage our students to risk? 

 Feng G. & English J. (1972:600 BC)Lao Tzu, Tao Te Ching.116
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8.1 On a Multimodal Approach.

Below, you can view the pages of the visual essay that has been key to the analysis in this thesis.  

The images speak of the sensuous and affective experience of the educational events. In the 

visuals a progression can be seen from shaky to sunny, grounded. This diffraction pattern appear 

in the meeting with the telling of the experience of learning; in the perception of text and image.  
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In the visual essay, the images was selected on the bases of how they responded to what was 

going on in my body-mind at the time in the field, rather than illustrating the text. This artist 

method turned out very helpful when re-turning to these space time co-ordinates while doing the 

analysis. By using Barthes concept of punctum when looking at the images I recollected my 

body-mind responses of that time. What was not clear by the text alone, became so, by the 

combination of text and image, received as one entity. 
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8.2 The Art Part

My Art piece at Konstfack Spring-Show 2018, feature a Circus artist rope together with a painting 

made in the context of Buddhist Vipassana meditation; entangling my tactile approach in art with 

the text of this thesis. 

 At the finalising meeting, four weeks before the opening of the Konstfack Spring-Show, I 

realised that the work I had planned for, wouldn’t work. Suddenly, I had no idea of what to do in the 

gallery space. 

 There and then, I was thrown into a space of not knowing! It is this experience of a "gap", I 

call a space of not knowing. From my point of view, exploring a space of not knowing, is exploring 

an experienced space unfolding, as it is making itself known to the one experiencing it.  

 A week later a new idea had formed. I was called to remember, that being true to "the now", 

in my artistic work, had repeatedly meant, entering a space of not knowing. This space I had 

recognised as the most fertile space, for my art to happen in.  In other words entering "the now" 117

before doing a work of art, I have recognised, as my method. 

 The art installation features a rope hanging from the ceiling towards the floor. It is a rope 

that has been used during several years by a Circus artist; hanging high up in the ceiling, during 

performances; demanding focus and presence from him. The rope has a rare presence to it. It is a 

rope connected to risk. 

 This art part, of the thesis, connects to risk as well as to vulnerability and trust. Risk, being 

at the heart of this inquiry into the experience of being in spaces of not knowing; the rope is the 

connecting line. There is also other connotation like in the proverb "through me a rope".  

 Hanging from the ceiling in the gallery the rope invites tactile experiences; to touch; to 

intra-act with. It is also present as a single line, connecting it to the work with spaces and lines, that 

are at the heart of my art. For me it is nothing, and everything in the same time. Representing the 

insight of this inquiry that risk, vulnerability and trust are present, when we dare move in spaces of 

not knowing. 

 This had created problems in applying for funding as I truly could not tell what was going to happen.117
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8.3 For a/r/tography

I use an art based approach in re-turning to the material. I view a/r/tography as a statement of the 

insight that the time of division is no longer relevant. Although strong discourses with long history, 

art and science as well as pedagogy are not really separate as lived experiences. The way ahead the 

writers in "Being with a/r/tography" are showing is through embracing the subjective.  Rita Irwin, 118

states: "Our arguments stem from a belief that if forms of arts-based research are to be taken 

seriously as emerging fields within educational research, then perhaps they need to be understood as 

methodologies in their own right".  119

8.4 What Now?

In this section I share some ideas related to art that has yet to be explored. 

8.4.1 A Theory of Art

By re-turning and encountering the material with an art-based method, painting, many levels of 

affect appeared in my body. In ”Francis Bacon, the logic of sensation” Gilles Deleuze writes about 

paintings that acts directly on the nervous system. The artist through paintings render the invisible 

visible.  He argue that the main work of a painter is to work with these invisible forces, and takes 120

Bacon as an example of a painter that affect through his paintings, the nervous system of the viewer.  

The affection refers to a state of the affected body and implies the presence of the affecting body, 
whereas the affectus refers to the pas-sage [or movement] from one state to another, taking into 

account the correlative variation of the affecting bodies. Hence there is a difference in nature 

between the image affections or ideas and the feeling affect.  121

To my surprise did I find that calligraphy was seen as an exercise to keep you healthy, and was 

practiced early mornings in the parks of Beijing. Much later did I understand the significance of this 

discovery. Practising calligraphy in Beijing I started to notice that while viewing some works of 

calligraphy I became aware of strong bodily sensations. In the analysis of my field-notes a similar 

logic seem to be at work. Engaging through painting with my visual field-notes/paintings, I am 

strongly emotionally affected; sensations from the time of making the field-notes appear as bodily 

sensations, feelings and thoughts, belonging to that space-time co-ordinate. 

 Being with a/r/tography, (Springgay et al 2008).118

 Ibid119

 Deleuze, G.(2003:1981) p.34 and p.56.120

 Deleuze, G. (1998) Spinoza: Practical Philosophy. Minneapolis: City Light Books.121
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The the "act of painting" as an art-based sensuous method, allows me to enter overlapping levels of 

meaning found in the field-notes. Through painting new meaning become visible and materialise.  

 If we let Deleuze observation meet with the text of Shi Tao: "The single stroke is the origin 

of all calligraphy and painting, which are, as it were, the material application of the first 

principle"  — a theory of art appear: art communicating through forces, energy-matter, and affect 122

— a theory of art as touch. 

8.4.2 A Theory of Not-Naming

I found in Chinese calligraphy-based Classical Painting, an art-form that embraces forces, Qi as 

well as affect. Finding that the philosophy of Dao is entangled in the context of calligraphy as well 

as in Chinese culture as a whole, open up for new levels of meaning to unfold. Reading the text of 

Daodejing with Barthes and Deleuze a theory of not-naming diffract. 

 "First principle" is in reference to Daoist cosmology where all energy are seen as matter  although differentiated in 122

different Qi forces. For more on this see Schipper(1982).
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9. Conclusion

This thesis start with a quote of Barad. She gives "now" a beautiful and rich description from her 

point of view as a scientist: "Now" is — an infinitely rich condensed node in a changing field 

diffracted across spacetime in its ongoing iterative repatterning. 

 As this learning journey concludes I realise that what this thesis, by exploring the space of 

not knowing invites, is a focus on the potentiality of the present moment, the "now". A now that 

include risk, trust and vulnerability.  

 Not knowing you have to take a jump or allow energy to move you. This way not knowing 

become a pre-requisite for something new to appear. In other words, the soil for creativity. To me 

exploring spaces of not knowing is exploring the moment before the jump, before movement.  

 John Cage, inspired by Zen Buddhist thinking, say that his legacy are a method of no 

intention. From an artist point of view, I understand his way of using "no intention" as a way of 123

encountering the "now". 

 What appear to me is a "now" as in "here and now". If you embrace learning as changing 

and the world as a constant changing entanglement, being in "the now" is where you learn what is at 

this moment. You learn simultaneously of yourself, and of the world at hand. Being part of this 

expanding, changing universe.  

 When an artist contact matter in any form, be it an idea, visual, emotional, or any different 

form of matter: Qi(matter-energy), start to intra-act; something happens in the moment of contact 

when matter comes to matter; it not only render invisible forces visible; new forces; energies; flows 

of Qi are being created in the contact of matter meeting matter. In Karen Barads words, "matter 

comes to matter". 

 Having concluded the potentiality of moving into uncharted areas of "the now", an ethical 

pedagogical question unfold: How do we take into account the factors of vulnerability and trust 

when we encourage our students to risk? 

Larson, K. (2012). Where the heart beats, New York: Penguin Press.123
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Appendix 

Wade-Giles:  Pinyin: 

Tao te ching  Dao de jing 

Lao Tzu  Lao zi 

Kung Fu Tzu  Kong Fuzi 

Chuang Tzu  Zhuang zi 

I ching   Yi jing 

Chi   Qi 

Yin yang   Yin yang 

T’ai chi  Taiji 
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