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Abst r act

This paper focuses on the educational sites of visua cuture pedagogy: the
art classroom the pedagogica visua cuture site constructed by children
and youth, and the space between school and self-intiaed at. At teeders
have to honor the interests of and the inagery by students in order to buld
anided learning enviroment for students intoday svisld altue

Oder and Chaos in Art Educati on

The orignal and esateric thinker Mrse Peckhnamwote a book titled Min's
Rage for Chaos (1965). Peckhams clamis that nost theories of art are

based on the assunption that hunans, in their quest for aesthetic experi -

ences, seek for works that possess an orderly, famlia, and har noni ous
structure. Peckhams certrd thesis is that the gpposite is trug that disorder
and chaos are the goa s of those who pursue artistic experiences. @ course
Peckham acknow edges that disorder is only possible when its opposite,
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order, provides the normfromwhich chaotic disruption nmght energe. He
sees Us existing in a space between our rage for order and our rage for
chaos - and that only our range for chaos and the unknown and the unfaml -
iar canbaance or rage far the arderly, the predictad e and the famliar.

It seens thet wthin the fidd o at education cdlectivdy, ve have our
sinul taneous conflicting rages for order and disorder. Just wen the ee-
nents and principles of design, o child art ad creative eqression, o dsc -
pline-besed art education, eech inits tun, seened to provide dl the arderly
and famliar solutions to our art education probl ens, sonething new has
cone along. Now, wth increasing frequency, we hear that art education
shoul d becone visual cultural education (Duncumy 2001, Freednan, 2003,
Knder, 2003, Smth-Shank, 2002, Tavin, 2003, Wlson, 2003). Qe again art
education is throm into a state of dsorder; and now ve are attenpting to
nake order out of that chaos.

It is wrth nating that the changes that occr in art education are the
resut of forces ad factars that ve art educators do nat yet uderstand. At
educators in both the East and the West are affected by a cdlection of fac-
tors beyond our fied vhich currently influence both our theory and practi ce.
The very nature of art, and the critica discourse that acconpanies it, has
evol ved froma nodernist to a postnodernist ideology. New art forns are
energ ng - things suich as perfarnance art, instalaion art, video art, and
web art, to nane a fem Mreover the study of inages is undergoing a drastic
and cheatic recofigraion fromcarefuly defined fid ds of study wth d assifi -
cations such as, say, at histay ad filmcriticism tonard the goenended
and vastly nore conplex new discipline terned visual culture or cultura
studes. Like at, the energng field of visud cutue is destined to renain an
"essatialy cotested concept” (Gillie 1956) gpen to miltiple definitions,
changi ng boundari es, and nornative di sputations.

The dscipine o visud cutue reflects a generd tendency to rgect the
convetiod at historicd study of a caon of aesthetic nasterpieces. It isin
its very neture dsorderly. Msual culture repl aces nasterpi eces and the canon
wth avast range o visud djects ad everts thet are studed inligt o ther
neanng and socia significance rather than their aesthetic vaue As distinc-
tios anong high art, lowart, popda at, and nass cutue dsinegae the
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paetid for bah cresting ad inerpreting visud cuture wthin art educati on
i ncreases enornousl y. Mreover, the vastly el arged and chectic fid d o visu-
a cutue virtudly denands that we think about newtheories and new peda-
gogies. Gan ve afford to ignore the forces underlying the novenent tovard
visual culture? Dpes visual culture denand that we exchange our orderly
teaching strategies for new and potentially unsettling pedagogi es? Do we
have adequate theories to support energing pedagogi es? These are the
questions | wsh to address.

SPLAT ¥ BOOM ¥ POW Intertextuality and
Osintegrating Borders

| findit wusefu tothink about energng art educatiod theary and practice in
ligt o atvarks. Inths pgoer, | thirk thet it will be usefu to eqdae eargng
at educatiod theory ad practice inthe cotext of an at edihbition - to use
the exhibition and its artworks as a netaphor for wat visud cutud peda-
gogy night be.

SPLAT ¥ BOOM ¥ POW The Influence of Gnmcs on Gontenporary
At is an exiibition, organized a the Houston Institute of Qrtenporary At
(Gssel, 2003), then shom a the Institue of Gntenporary At in Bston, !
and a the Wexner Ganter for the Ats in @unbus, o The exhibition is
organi zed around three basic notions. The first, AT, presats atists such
as Ml Ranos, Lisa Lou, and Andy Warho who nade direct appropriations
fromthe comcs and other forns of popul ar inagery. The second, BOOM,
includes artists who used the syniol's, the techni ques, conmon to popul ar
visua cuturejXLichtenstein' s benday dots and bd d | ettering fromthe conics
provide the paradigminstance. POV the third caegay o atverks, rere-
sents artists, wo in the vake of mlticutura forces, abandoned the appro-
priation of popuar inagery in favor of inventing their omn inages - inages
that are remniscent of and influenced by ned a steredtypes - in order to criti -
Cize or prod enatize conditions present in contenporary soci eti es.

1] ves invited to gve a lecture in conjunction with the Boston exhibition ad to conduct a
workshop for Boston area teachers in which ve explored inplications the exnibition held for
visual cutura pedagogy. Sone of the ideas contained in this paper vere orignaly presented
inny Boston | ecture and wor kshop.
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Wenever | approach an artwark, I'min the habit of asking, wat’'s the
nain idea? Wat is this work about? Wat does it nean? Wat are the big
ideas towiich it mgt reae? Vilen | apporoach an exhibition of artvarks, |
like to ask the sane question. \Wiat’'s the nain idea - the nain idea that |
associate wth this exiibition? In sone respects, it's a vastly nore conpl ex
task to interpret an exhibition than it is to interpret a singl e work.
Neverthel ess, vhen | interpreted SLAT. BGM. RONas one entity | con-
cluded that the eibitionis asignthat any dstinction v ch nay have forner -
|y existed betveen high and lowvisua cuture hes virtua |y d sappeared.

Wen the exhibition is vieved in terns of disintegrating boundaries, it
denonstrates various kinds of border crossings between high art and works
from"loN o popda cutue It dso reveds howvarioss borders wthin the
real mof visuad cuture have becane incressingy porous and that the art crit -
ics and teachers wo policed the border, to pratect high art fromcontanna-
tion by lowinages, have becane ineffective. The comcs, advertisenents,
cartoons and anine, illustration, cinena, TV, ad ahe rerraive fams a first
foud oy little openings in the v s that oce protected artvorks of high
cuture. Those walls have now been breached; the fences have fallen and
high inages have been aloved to interbreed wth the lowborn e enents of
visud cutue, so nuch so that the dd higvVlovdstinctions no longer hdd -
they no longer court.

G course, the sane phenonenon exists in art education. For nore than
a cetuy, sone at educators have tried to keep children's art free fromthe
influence of popular visud cuture, and they succeed only through rigid con-
trad of what they pernit themto draw, paint, and construct. In our postnadern
era isit possibe that in at education, as in the at vorld, the borders
bet ween high and | owmght al so di sappear? If SALAT. BOOM. PONreveal s
that the borders between high and | ow have disappeared, then the next
questions vwe night ask are so what ? Viat night this nean to art educati on?
If art education were to use the lessons entbedded in the exhibition, wat
vwoudit gan? Ad yes, wat wu dit |ose?

In the SALAT ¥ BOOM ¥ PONthe works of two artists, the Japanese
Mirakanh and Ghagoya exenpl ify not just the disso ution of borders and the
subsequent inbreedng of high and low they are, | think, sigs of a newkind
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o visld adtue Thsrewvisid cdtue paetidly, has great inportance for
at education Let neexgan
Mirakam (2000), who both nakes artworks and wites theory to explain
art, characterizes the contenporary visual cultura situation as "Super
Ha."Thsis we he says:
The varld of the fuure mgt be like Japan is today - super flat.
Sxciety, cstons, at, cdtue dl ae edrendy tvwo dnensiod . It
ispaticdarly guparat inthe ats that this sesibility hes been fl ow
ing steadily beneath the surface of Japanese history. Today, the
sensibility is nost present in Japanese ganes and anine, which
have becone poverful parts of world cuture. Qne vay to inagine
super flatness, is tothink of the nonent wen, in creating a desk-
top graphic for your conputer, you nerge a nunfeer of distinct lay-
gsinoae(p 9.

Inhis atig -books, the Mxican Anerican artist Chagoya (Gonez- Penna,
2000) objectifies Mrakann’s "super flat." Chagoya s accord on books bring
together on single pages Pre-Gol unbi an, Spanish colonial, 19" century
Mxi can popul ar woodcuts, inages of North Awerican inperiaism- the dd -
lar and Qca M a nodern art - surredlismand cuoism nedical illustration,
rdigous inagery, illustrations frompdp fiction, ad the comcs - Supernan,
Mckey Muse and their Mxican transfornations, and nore and nore and
nore. Like Mrakanmn’s super flat, Quegoyas inages, as if inastrage rite of
passage, are separated fromtheir usual surroundings, they are level ed so
that no inage has nore status than another. They exist on one levd as
equal s. Chagoya s appropriations permit inages to speak intheir own voi ces
- to condenm and condone, or not. Inages are not just juxtaposed; they
inerbreed For exanple, a hunan skull proudy wears its nouse-ear hat -
wthit’s smley-face badge; a single character is conposed of Pre-
@l unbi an, col onial, and contenporary popul ar el enents. I nages are of | ust
and love, the smitty and the spiritua screamat one anather. Fool s speak
w sdomand the wse utter gibberish. They tell us who we are today, and what
or good cudtureis like. They cderate contrad ction and confrontaion ad
congeniality and conflict. Chagoya s artworks are about bringi ng i nages from
nany different levels together in one onmibus |evel so that they can conmu-
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nicae and informone another. Chagoya' s texts conposed of a miltitude of
aher vistd teds. They are texts o texts. In his ad aher inetedud at -
vorks, isit pssidetofindanedd for visud cuturd pedagogy?

At Teaching and Visual Qultural Pedagogy: An
Inportant D stinction

| have used the termpedagogy wthout defining it. Thereis a usefu and high-
ly inportant distinction which nay be nade between the terns teaching and
pedagogy. | wsh to use teaching to designate situations were teachers are
seen as authority figures who possess predetermned know edge and art
skills that prinary and secondary schod students should acquire. Typcdly,
art teachers are enpovered by the authority vested in nationad curricua ad
national standards to transfer to students these predetermned bodies of art
knowedge and specified art skills. Rrecise educationa goals and learning
out cones are posited by those who have power and authority and the fl ow of
infarnation is one-drectiond - frompoverfu educational authorities to pow
eless studerts. Inthis situation of power and contrd, the teacher is ddigaed
toteach ad the student isddigaedtolearn

| wsh to use the termpedagogy to designate conmunities in wich pro-
posds adintiaives rdaingtolearning agenda nay orignete wth ay ind -
vidual and wth any text wthin a comunity. The visua cultural pedagogy
wichl ingreis angwork of reatioships. Those relaionships consist of
teachers and their interests ad students and their interests. These interest -
ingredaioships dso cosist of vistd cltud teds - atwerks ad atifacts -
vwhi ch neners of specific visual cultura pedagogical |earning conmunities
deemsufficiently inportant to interpret or create. Both interpretati ons and
creations provide occasions for discussion, debate, negatiation, and nodifi -
cation, they each provide oppartunities for the exchange of knowedge, va -
ues, and neaning. | have just characterized denocratic pedagogical sites
were teachers, students, texts, inages, inerpretaions and conflicting inter -
pretations each has a voice. Indeed, | have characterized a visual cuturd
pedagogy for which Chagoya s codi ces and Mirakam’s theory of the super

flat serve as netaphors. In Ghagoya s works inages representing differing
interests and coflicts of interest, inages representing differing cutures,
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eras, pans o view, vaues, and purposes, inages representing high art and
popul ar visual cuture are honored equiva ently - o flattened as Mirakan
wou d have it - so that they nay present and represent their points of view
ad criticize aher pans o viem The visutd cuturad pedagogy | envisionis a
process of honoring the other - other individua s and i nages representing the
oher. Thisis a perfornative (Groian, 1999) visua cultura pedagogy in
whi ch hunans and visud texts are active participants in an open quest for
neani ng. Maning produced in visual cultura pedagogica sites is as vari -
ade as the texts and their interpretations. Maning, hovever, is aways open
for nodification and reinterpretation. Maning al so energes through new
visud texts wich are crested by students and teschers - texts that a nost
a vways cone into existence through a process of reinventing and extending
the texts brought to visud cutud pedagogicad sites by ether teachers or
studerts.

The visual cutud pedagogy | have posited is simlar to that found in
Reggio Bmlia The theory underlying Reggio pedagogy is characterized by
Dahl berg, Mbss, and Pence (1999). They see

pedagogi cal work as co-construction of know edge and identity
and opening up new possibilities for denocracy [which] can be
vieved as contributing to the exercise of freedom understood in a
Foucaul d an serse as being ade to thirk criticdly - to think opposi -
tion toproate "reflective indocility' - and by so doing to take nare
cotra of our lives, through questioning the vay we viewthe vrld
and increasing or ability to shape our omn subjectivity. Thirking
criticaly nakes it possible to umnask and free oursd ves fromexi st -
ing discourses, concepts and constructions, and to nove on by
produci ng d fferent ones (p. 79).

They continue by quoting Foucault wo wites that pedagogy is:

anatter of flushingou . . . thougt adtryingto chage it; to show
thet things ae mt as sdf -evidet as one believed, to see that thet
which is accepted as selfevident wll no |onger be accepted as
suwch Racticing criticismis a natter of naking facile gestures diffi -
cut . . . As soon as one no longer thirks things as one fornerly
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thougnt them transfornation becones very urgent, very difficult
and quite possibl e (Foucault quoted in Dahlberg, Mss, and Pence,
199, p M.

Visua Qiltural Pedagogical Stes

N conception of the devel opnent of a variety of desirabe farns of visud
cultural pedagogy is utterly dependent upon art educators gaining a clear
view of the dfferent sites in which pedagogy is perforned. This is because
the sites thensel ves ponerfully influence the kinds of pedagogy that will be
enacted wthin them | wsh to characterize three prinary sites. They are (1)
the transforned traditiond art classroom (2) the nany self -intiaed vistd
cutwd sites that children and youth construct for thensel ves autside ad
beyond schod's; and (3) a third site - a space between the schod and sel f
intiaed visual cdtuad sites students construct thense ves. (There are, of
course, oher sites inwich visud cutura pedagogy is enacted, wich | do
not have tine to discuss - the noseum private art casses, indvidud tutor -
ing, and the nany sites in wiich young people instruct one another.) Al
characterize the three prinary sites | wll pont to ony a fewof the nany
forng of visua cultural pedagogy whi ch might be perforned wthin them

The At dassroomas a Site for Visual Quiltural
Pedagogy

This siteistypcdly the oy one to wich art edicaars atend Ad, just as
tydcdly, it isaanat teachng site raher then a pedegogcd site That is to
say, at teachers usudly decide in wiat ned a students will work, the topics
of their pantings, drawngs, prints, and scuptures, the skill, nedia, and
design problens students wil sdve ad the steps they wil fdlowto achieve
sduias.

I"ve recently amd yzed transcripts fromGzek' s teaching (Wlsm in press).
Inthese trascripts the "Father of Qild At," wile gppearing to gve children
nany choices, like so nany other art teachers, nanipuated virtualy every-
thing his students produced . He provided an ongoi ng set of instructions that
are so precise that dl his students were drected to paint pictuoes o Sata
Gaus and his opposite, Kranpas who punishes bad children at Qi stnas
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tine. Gzek's vards, gven as "suggestions' guided children so that they ori -
ented their pages horizotaly, dvided thar shegts in kf, were swre to have
the tops of the Santa and Kranpas heads touch the top of the page and their
fest touch the battom- so that the figres wil be redly big Gzek instructed
chldren to avad naking eyes wth a simpple dot o the brush, to fill dl the
spaces wth cdor, ad innany aher vays cotrdled virtud ly every feature o
his studets artverks.

In short, Gzek's teaching is not visud cuturd pedagogy; like nuch art
teaching in both the East and the West, Gzek's children vere like little
nachi nes progranmed to do just what he wanted themto do. This kind of
directed teaching severdy linits children's choices - ad yet teachers ad
parents often survey the results and then conclude - "ah, children are so cre-
ative." The nethods used by G zek's and Lovenfeld' s foll owers appear
exqressive ad creative lroncdly, childels atverks that resdt fromdrect -
ed teaching - the works genera ly thought to nast fully represent chil dhood
creativity - are actua |y anong the nost higly contrdled Drected inagery is
etirdy cotray to desirade forng of visua cutua pedagogy in wich stu-
dents have a chaice in determining wiet they wll do and howthey wil doit.

Let ne pant to aninstructional wunit in wich a desirade famad visud
pedagogy begins to energe. Inthe Qiet Bduion (Wlson, 1997 ¢, pp. 176
179) | describe how a group of Horida high school students visited the
Rngling Miseumaof At in Srasota were they looked at a portrait painted by
Lucas Granach the Bder. Gardinal Abrecht of Brandenburg had asked
Qanach to depict himas if he were . Jerone because the cardina, it
seens, vated viewers of his portrait to beieve tha he personified the rei -
gious piety ad schoarly vaues of the saint. A one point in the conpl ex
instructional unit which extended over a period of ten weeks tine, the teacher
asked the studerts, "if the cardnd vere dive today, whomdo you think he
woul d wsh to be depicted as?' The students responded wth a set of playful
suggestions, but then agreed anong thensel ves - in an exanpl e of the icon-
oclastic ironc dswrdty high schod students are capad e of producing - that
if the caodndl vere dive today, he would wsh to be portrayed as Andd
Schwar zenegger. (@ course, students vere saying sonething like, "Anddis
one of our heroes - he's soneone we would like to emilate ") Rather than
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rejecting the idea as inprobably absurd, the teacher and her nuseum edu-
cao codlaboraor sad inefect, "Qay, if theat’s we youvat todo, pant the
cadnd as Andd" Thsis pecisdy weat the students dd Inalarge cdlao-
rative acrylic painting, 20 students began by appropriating the conposi tion of
Canach's portrait of the cardnd as they depicted the nuscul ar And d seat -
ed behind his desk. They depicted himsurrounded by all the signs and sym
bds that ifaomvienes o hislife add his vdues. Inthe students’ peinting a
portrait of Mria Sriver, Andds wfe - and the niece of president J. F.
Kemedy - hangs behind his desk taking the place of the Mrgin Mry in the
cardinal’s portrait. Achild in a wedchair synidizes Andds work wth
handi capped children, barbell's represent his body-buildng, posters showhis
nvie roes, and he is surrounded by sleek cars and other synbds of his
wealth, and president George H W Bsshis presert to sigify Andd s nem
bershipinthe Rpudican pditicd perty.

Inthis it the studerts vere gven the ggportunity to integyae thar iner -
ests relating to a popular nvie star (and the various ways his inage has
been shaped by popul ar visual cultura synibol s of status, power, and ved th)
wth the teacher’s and the museumeducator’s interests in the portraiture ad
syniol i smof Northern Renai ssance Europe. As the students devel oped the
signs and synd s to represent Andd s life and val ues, they simitaneously
interpreted and reinterpreted the cadlection of two-dozen signs and syndl s
that Ganach had painted to represent Grdinal Abrecht’s life and val ues.
Ad as students conducted their extensive research into Andds life they
uncovered things such as reports of his sexual harassnent of wonen - the
sane infornation that would be reveal ed during Schwarzenegger’s 2003
canpai gn for governor of Glifornia In other words, they discovered that
there are things about heroes that are not typicaly reved ed by the i nages of
popul ar visual cuture. Bren nare inportantly, the students had the opportu-
nity to study the vays in wich perceptions of a ceelrity' s character are
shaped by the popul ar nedi a.

The unit illustrates howthe art classroomnay becone a site in which the
high art of the Biropean Renai ssance was permitted to engage in an intertex-
tual daogue wth Aerican popudar visua cuture. The unit represents the
conpl exi ty of that dial ogue between two very different and very conpl ex vi su-
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a cdturd atifacts - one created by an dd naster and one created by stu-
dents. The energence of the intertextua diaogue nust be attributed to the
colaborative actions of both the students and teachers. Mreover, theine -
textual dial ogue continued long after the proect ended. The nuseumeduca-
tor a the Rnging persuaded the nuseums directar to dsplay the students’
panting next to Ganach's painting in the Rena ssance gdl lery. The students
atvark, a least for severa nanths, was gven a place and a status sinnlar to
that of andd naster. The students' artwork based on a popu ar visud cuturad
iconic hero was honored; students val ues and preferences were al so hon-
ored

Pedagogi cal Visual Qultural Stes (onstructed by
Children and Youth

For nore than fowr decades | have been nore interested in the kinds of visual
cuture kids create for thensel ves outside schod . In the 1970s, sonetines in
col laboration wth Mrjorie Wlson, | began publishing case studies of
Anerican kids who drew conpl ex graphic narratives based on comic book
superheroes and other forns of popular illustration. An lova boy,J.C HIZ
created Brdnan, and an anazing cast of characters conprising the Lhited
Earth Legion (Wlson, 1974). The novelist Julian Geen drew nudes based on
Dresillwtraios fo Dates Inferno (WIlson, 1976). Bobby Gl dnan drew
the origins of "Gl dnan" and then inspired his friend Andy to create "The
Thene and the Red Gob." Tamh drewstories of Three Hwaii Soies, and Kdly
created an inag nary vorld in wich her friend "Siling Jack' coud live Drk
drew "M. And & the Change Bugs" who administered el ectric shocks to
hunans in order to contort their bodies and linbs and persuade themto
steal noney fromal the barks in the vorld (Wlson & Wison 198 @). Las
drew thousands of horses running races and al so sipping soda through
strans and sitting a tables esting their luxches (Wlson, Hrwtz & Wlsm
1987). John Scott created a universe of Sar War space ships that were nore
el egant and detail ed than the ones in the novies (Wlson & Wlsm 190).

N ineest inthe sdf-initiated visual cuture produced by chil dren and
youth led ne to Japan (Wlson, 2000, Wlson, 2002) and then Taivan In
Japan, Masam Toku and | began to study dojinshi nmanga - the conics
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drawn by individual s and by groups of teenagers (Wlson & Tdw, inpress). In
Taivean | continued ny investigation by studying the vay teenagers organi ze
thensel ves into groups, assune the rade of edtors, witers, and artists in
order to publish dojinshi nanga on specific topics. For exanple, a group in
Taiven created a dojinshi nanga wth ten origind stories relaing to Hary
Pater injust afewnaths. Qe dginsh artists gaphic narraives are com
peted they have themprinted, and then they sdl their pidicaions in the
2000 or nore comc narkets held in Japan and Taiwan each year. Intle
largest Gc Mrket held in Tokyo twce each year, as nany as 100, 000
young dojinshi artists showand sel their work to over 400,000 other young
peod e.

These exanpl es fromny research, about young peopl e wio nake art -
vorks privately to please thensel ves, and athers, like the dojinshi groups
who seek wde public attention, provide two exanples of the conpl exity and
variety of visual culture created by young peopl e, The works they create have
several common characteristics. FHrst, and perhaps nost inportantly, they
are nade because young peopl e wsh to nake them These non-obligatory
artworks of visual cuture are anast aways directed tonard the producti on of
narratives. | should aso note that nany of these works are nade wth great
skill. The kids wo create graphic narratives drawwel |, they understand plats
and conplex narrative granmars. Their narratives are nassive intertextua
conpi | ations of the character types, plots, topics, conventional granmars,
styles and thenes of comcs, novies, television, video ganes, and other
fans o popda visud cutue The staries preset the big issues of life -
birth, gowh trids, success, falwe love hate imer life aspirations,
ronance, coniat, deprivation, and villainy. They narratives are pervaded wth
noral inperatives and ethical dilemmas (Wlson & Wlson, 1982). They pro-
vi de opportunities for young peopl e to experinent syntbolica ly wth the kinds
o sdves they nngt becone, with their fuures, wththeredities of the varlds
inwichthey live, ad to test the consequences of fdlowng o nat fdlowng
society's rues, norns, ad lavws. Sone narratives are profound and others
aetrivid. Neverthe ess they are cotinud |y fascimating to the kids wo creste
them Ad one of the prinary reasons far their fascinationis that they provide
for the exercise of agency inthe pursutit of knowedge in the formof stinol at -
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ing enterta mean.

These sdlf -intiaed fams o at-naking are generaly overl ooked by el e-
nentary and secondary school art teachers. This raises the question, wy
have | labdedthis avisud cutud pedagogcd sitein wvhch teachers shoud
work? It is because | believe that every art teacher should know as nuch
aou hs o he studens sdf-intiaed visud cdtud prodection as studets
are willing to reveal. Wiy? Let ne speak frompersona experience. Brery
youg naker of visud cutue | have studed hes wilingy invited ne into his
o her life. They have shared wth ne their works, their sources, and ther
aspirations. Intun | have offered ny encouragenent and ny thoughts about
ather artvarks. In one vay or anather they have indicated that they apgorec -
ae ny interest. Qhers have said, in one wvay or another, you ae the first
adut wo has paid attention towat | doand wt | care about.

N interaction wth youg creatars is a fomof visuad cutura pedagogy.
This pedagogy is characterized by young peopl e choosing to nake visual
culture and ny choosing to recognize and, in a non-judgnental way, to
appreciate and often to cel ebrate what young peopl e have created.
Moreover, | believe that ny attention and ny support has encouraged at | east
sone young people to continue creating visual culture |onger than they
woul d have atherwise, to produce nore, and to gain deeper insights into the
significance, inportance, and neaning of their own productions than they
voul d have wthout nay attention.

| have just characterized a faomof visud cutwa pedegogy thet, for a
least sone students, is far nore neaningful than classroomart instruction
wll ever be. | beieve that every art teacher shou d becone a connol sseur
ad apreciatar of the sdf-intiaed vistd cutue ceaed by thar studets.
Bvery art teacher should practice a pedagogy that consists prinarily of
avnareness and encouragenent - and sonetines in this self-iritiaded vistd
cutura pedagogical site we pedagogues can help students to clarify ther
goa s pertaining to art. Mstly, however, in this |earning conmunity, ve
shou d appreciate the gpportunity to learn - to learn about the narvel s of
kids nnds.
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A Third Visuad Qitural Pedagogical Ste: The Space
between School and Selfinitiated At

Wen | tak doout kids sdf-intiaed prodction of visud cdtue inaevay o
another, teeders dtenrasethispdnt: if ther sdf -intiaed at is soimpotat,
neani ngful - and sonetines profound - then shouldn't we teach sonething
likeit inschod? M usud aswer is anenphatic nd kids' sdf -intigaeduf is
frequently disorderly and sonetines subversive. Wen we odligate kids to do
what they have chosen to do thensel ves, frequently we destroy their interest.
We nake ours what was theirs. W dsotend to emphasize our interest inskill
devel gpnent over kids' interest in things such as character devel opnent and
the cretion o thar staies. W try to nake unnecessary order out of kids
odigtfu dsorder. W tane what should not be taned.

Neverthel ess, there is a visud cuturd pedagogicad site located between
the schod and self -intiated red ns were art teschers’ and students’ interests
nay coverge - if they are facdilitaed semsitivdy ad knowvngy. Let ne pro-
Vi de an exanpl e.

In 2002 vhile working wth graduate students at the Taipel Mnicipal
Teachers Qllege, | shoved two sets of young peoples’ graphic narratives.
The first cosisted o sdf-intiaed vorks, wich | described in the previous
section. The second set of drawngs were sel ected froman ongoi ng research
prgect. It cosisted of alarge gop of dicited narratives viere | have gore
into nany classroons, in both the East and the West, to ask students to draw
stories. | gve students sheets of paper on wvhich six franes have been print -
ed Mimstructios aresinple

You can tell stories wth the pictures you draw. Hease draw a character,
place that character in a setting, show what happens, what happens next,
and findly showhowthings turn out. You nay use as nany or as fewof the
franes as you wsh. If you vant paper wth nore franes, so that you can
drawa loger story, desse ak far it.

Because the narrative task is like drawng a comic or nanga, students
often appropriate characters and plots fromnanga. Neverthel ess, | have dis-
covered that the stories kids drawfreguently deal wth the sane deeply pro-
found thenes and issues found in their self-intiaed raraives. | suggested
tothe Taipei teachers, "wiy don't you colect sone story drawngs fromyour
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students?' The responses were sonething like, "oh, we couldn't do that; we
have to fdlowthe curricud um" Then one teacher said, "but we cou d assign
students to draw stories for their homawork.” Qhers agreed that such an
assi gnnent woul d be accept abl e.

These honevork nerrative drawng activities took place in a site that exist
between the schod site and self -intiaed issd adtud sites (Wison 2003).
Ad just as ineestingy, students’ drawngs reflected infl uences frombath
these sites. Sudents felt ddigated to conpl ete the assigment, but they a so
fet a liberty toindude a geat nany festures - characters, pas, thenes,
graphic narrative granmatical structures, word and thought balloons, and
oher features fromthe concs. In a fewinstances the stories were about
their classroons and friends - but presented in critica and satirica ways.
Their stories addressed problens of persona relationships, ronance, |ong-
ing ad desire. If these narratives were dram in schod, the resuts night
have been viened as ingppropriate. In this betwxt and between space their
narratives were acceptabl e.

Ths is oly oe nodest illwstration of a visud cutud pedegogcd site
wiich coud prabadly be expanded in nany different ways. It is the site in
whi ch students coul d be shomn howto connect and blend the visua culturd
inerests represented by schod art prograns wth opportunities to practice
inegaing those ineests wth parsod visid cdtud ineest. Ths site like
the df -intiated sites, hdds the patetid far studerts to practice ineyaing
the cegtion ad inepeaiond visid cdtuewthnther everyogy |ives.

The Celebration of Intertextuality and Students’
Interests

| have posited tvo najor idess. The first isthat wveliveinanerad denacrati -
zation of inages. That is to say, wthdissdvingvisud cutud borders exem
pified by the edibition SAAT. BOM. PON(Gassel, 2003) and the works
of artists |like Ghagoya (Gnez-Pena, 2000) and Mirakam (2000), al nost
any inage nay encounter as an equal any other inage. This relating of
inages is facilitated by things such as dgtd techndoges ad the internet
because it is possible for any individual wth a conputer to have nearly
instant access to nillions of inages which nay juxtaposed, nodified, and
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conbi ned. | have characterized this situation as rhizonatic (Wlsmn 2003. In
oher vords, visud cutuwa pedagogy uffdds inaterritay wichis inpossi -
ble to dagramin the nanner in wiich we typicaly nap convertiona art edu-
cation content. In contenporary visual culture inages are like an enornous
petch of grass, continually spreading by sending out new shoats, newroats,
and by broadcasting seeds. The inages not only cone to rest nonentarily
al ongsi de one another, they interweave and fuse, producing end ess varia-
tions. Brery inage, as thearists of intertextudity such as Kisteva (1930) ad
Barthes (1977) have noted, carries wth it the residue of ather inages. Ba
thisisna dl; every inage it seens, nay be redated to ay ather inage, ay
other text, any other idea through our interpretations. At teaching today
eddsintreaad inatedwuity.

O couse this situation of the levded, o super-flattened cdlectios o
i nages characterized by Mrakam, nakes the task of the art teacher ever
nare dfficdt. Wth nllions upon mllions of choices regard ng the contert of
at ad visud cdtua education it becones less and less viad e for teachers
to nake the only decisions regarding the content of art education. @ course
every teacher should be acquainted wth a wde array of tradtiond at ad
cotenporary art forns, artworks, and art theories. @ course every teacher
shou d a so be acquai nted wth an array of popua visua cutuwa inages in
the foomof cinena, TV, video art, the comcs, advertising, nusic videcs,
anine. Bt wth al this acquai ntance notwthstand ng, no teacher can know
enough inages. Nb teacher can knowof al of the interests of his or her stu-
dents (Wlson, 1997 a, Wlson 1997 b).

Inthe rhizonatic relmaof visud cutue hovever, inay oe o the three
pedagogi cal sites, students should pursue their omn interests. Bren in the
fornal art classroomsite were the teacher proposes the inages that stu-
dents should create and study, students nust aways be permitted to place
their om inages and their own ideas al ongside teachers’ choices. In the
betwxt and between site where students are invited to address school
assignnents through their own choices of inages, there is an even greater
opportunity for the eqression of students' chaices pertaning tovisud cutu -
a inagery and the ideas that surround them Fnaly, inthe Hf -intiaded Ste
students nake dnast al the choices - adbeit condtioned by popu ar visud
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altue It isintredf-intiaed sitethat popda visud cutud inagey, idss,
ad studets' interests inthemflowish nast fuly.

Goncl usi on

Let ne return to the artwork of Chagoya and Mirakanh’ s theory, sye fla. In
the three visud cutua pedagogca sites | have enwvisioned, wth the boud-
aries obliterated between dd and new, high ad low, comc and prof ound,
there is a opportunity to encourage students and teachers to bring inages
ad idess framdl levds o vistd cdtureto oe levd were they canineract.
This interaction of artworks, texts, and idess, hovever is nerey the neans
whi ch enabl es each visua cutura pedagogy participant to create rhi zones
of neani ng.

Readings (1996, p. 145) speaks of "the pedagogical relation as di ssym
netrica and end ess," where students and teachers function as cd | eagues
wWo ae caugt ina"daogcvweb o ddigaios tothougt . . . [representing
the vace of the other." H dso clains that "pedagogy is "the listening to
thougt." To which we art and visual culture pedagogues night add sone-
thing like a dadogc web of ddigations in vhich inages ad the idess thet
surround themare end essly cel ebrating and debati ng one another, agreeing
and dsageeing, paying ad replaying, reveding and hiding - doing dl the
things that inages do wen they are honored. Surely it is the case that
inages in the three visua cutura pedagogical sites have the patential,
through their encounters wth one another in a nyriad of expected and unex-
pected vays to emriching our lives and our hunanity is ways that we cannat
now i n&gi ne.
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