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Abstract
This dissertation, flying betweeresthetics, visual arts, apdlitical/culturd/historical
issues, traverses lines ofattfication, and (de/re)territorialization to examine
uncertainties in making and teaching artkéeping with a conviction that nothing is
unitary, that everything is\w&hys connected to countles$iets, Deleuze and Guattari’s
metaphor of rhizome is the central orgamg element in my work. My research
guestions what is meant by creativity, whethgsumed to be a gift, talent, or innate
guality, and what is meant by teaching arimversity, which assumes creativity can be

organized and developed.

Differing discourses of creatiyitexhibit a general continuityf agreement that creation

takes place within chaos, and forms where stea@ order meet each other. | posit that
contemporary discourses of creativity hegeroalty reinforce capitalism as a system of
nomadic power and of constant de/reterritaralon. All, in a capalist system, is linked
to the construction of the urge to consuama] therefore the acceleration of capitalism

necessitates an increasdhe rate at which we manufacture venues for consumption,
even in such innovative ways as by makingativity itself a consumable package. How

do we resist this?

From a Deleuzian point afiew, creation is a becomireyent, as destructive as
productive. Creativity, which is about freedpotcurs on a plane of immanence which
sifts chaos and multiplicity together to brdades. Teaching, however, is on a “plane of

organization” where rigid and dichotomougjsentarities of personal and social life



operate. | suggest that artistic knowledge loartheorized and taught, in the Schdnian
sense, but creativity, a matter of “lines lgtit,” is fundamentallyunrelated to artistic
knowledge. | argue that whe&nbe taught is techniquéheory, and the material
language of media, and that these should bghtaas explicit prassional objectives, not
as “creativity.” Wecanteach the value of breaking away from the false seriousness of
creativity, with reference to Dada. We can teach the enjoyment of chaos and the
confrontation of it. We can teach resistar\de can teach a love of complexities. We can

teach play.
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Foreword
The first node of text in the thesis “8tag in the Middle” describes the following
dissertation as an epit medias resan effort to work agast a beginning-middle-end
structure, in spite of constrdas imposed by the fact that wead first word before next
word, top line before next line, numbeneage after numbered page, always from the
top/front/beginning to the bottom/back/endmiay be helpful to the reader to understand
here, however, that the “scaffolded” formtbé thesis is more than formal—it is in
keeping with the anti-linear argumemtsde throughout, and reflects a fundamental
premise of the thesis. There is a traditidaale of contents preceding this foreword, but
this is purely for administrative reasons—thesis’ “real” table of contents follows
below. This table, like much else in thenkas based on Deleuze’s rhizome model, and
although the table following may appear playfubaarchic, it is important to make clear
that it is not offered as reactive “playingittvconvention, or a reéige “resistance” to
control. The rhizomatic model is insteadreative, proactive, positive theory or
arrangement of possibilities. A primary propasitiof the thesis is &t multiplicity is our
reality now—texts, no more or less thamy other aspect of living now, are dynamic
objects and contextualized by dynamic pagadi. Narrative linearity is no longer a
functional model in writing, readg, interpreting, or tinking, if indeed it ever was, and
the table of contents below invites the readeapproach the thesis as it was conceived
and written: in as random an order asgble, non-hierarchadly, and without the

illusory hope of conclusion.
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Starting in the Middle
Each time | have attempted to do thematwork, it has been on the basis of
elements from my experience—alwayeelation to processes that | saw taking
place around me. It is in fact becaulsthought | recognized something cracked,
dully jarring, or disfunctiomg in things | saw, in the institutions with which |
dealt, in my relations with others,ahl undertook a particular piece of work,
several fragments of an autobiograpffyoucault, 1981, cited in Rajchman, 1988,
p. 108)
The following dissertation is,dm beginning to end, an epitmedias re§ There is
only as much beginning, middle, and end amjgosed upon me by the fact that we read
by sequence of word after word, line after liand page after pagebat pages must be
numbered, that a material text has a frgeiginning) and a back (end). These are
impositions against which the fundamental penof the thesis struggles. Points of
capitulation to linearity will include a descrig of where my thinking about art, art
teaching, and creativity began, although | dowate about any particular destination in
the thesis. | have never believed in a fida$tination. Any destation is as much a
starting point as it ian end. Each beginning this dissertation is a middle, a destination,
a start, a closing. And yet there is some irapee to direct the reader forwards, step by
step, as a matter of custom, literary or textual courtesy, as a norm. There are a number of
reasons why this normative leading of the sxad discordant with my intentions here;
the thesis will not offer much of such stardiinearity becausetbke issue throughout
the work with modernist paradigms of pradiale A-to-B-to-C structuring. The rationale
of my objections to linearity, to prediti@ sequencing, and hierarchies will become

clearer as the reader confronts various piecéseofvork, but in order to bring the reader

closer to accepting this approach,ill wontextualize the immanent structure by

! Latin literary term referring to all action taking pld@ethe middle of things” (Arams, 1999, p. 226).



explaining how | have came to my reseamhat | mean to do in the dissertation, and

why it is structured a-sequigally and non-hierarchically.

Concepts Beginning (from Ending)

| started teaching at the University of AtisTehran, early after receiving my MA. As a
teacher, | wanted to seek ways to address the@ealecies in art instruction that | had seen
as a student; I had an unformed, perhaps naivéovaffect change in the practices of art
teaching. | could not, at the time, articultte details of what would constitute such
change, and it is likely thdtwvas unclear even about whitange ought to take place.
“Making a difference” was important, in its vague way, and like most students, | knew
there were better ways to be taught. Withgap between the end of my studying at
university and the beginning of my teachingesa, | found it easy tempathize with my
students’ difficulties when they tried tovddop personal, original artwork; | had quite
recently been struggling with many of thergaissues, and so could relate fairly
immediately to their challenges. One questioparticular aroseduring my own studies
and travelled with me into my teaching: athexactly, is “an artist?” | consistently
guestioned whether or not | was one myseithyéw how to draw ristic portraits and
figures, to apply materials and mediumsg & compose forms and colours. | knew the
fundamentals of visual aesthetics, integrityar, and principles of composition. | was,
according to all the assessments and evalusitnade of my work, one of the best
students at the school, and had enough skills to make art, but was | “an artist,” was |

“creative?”



My studies took place at a time when the dantrdiscourse in the art world and in art
educational institutions was modernist. Ie thte nineteenth and throughout most of the
twentieth centuries, the axorld experienced modernisrm“the form of a tendency to
emphasize the importance of formal valuethatexpense of overt narrative content”
(Crowther, 1993, p. vii). This aesthetic vievas paradigmatic, in tandem with the
modernist impulse which wadready underway in economaad social spheres launched
by the scientific and indusé#i revolutions of the sevesgnth and eighteenth centuries.
Division of labour and a rigid compartmentaliion of the processf production into
stages and tasks assignediifferent individuals wasmodernism’s new pattern of
production and it was generally assumed to b&ahfe because of its greater efficiency.
Efficiency had been the ultimate goal, notyoml the production process, but also in the
sphere of knowledge and culture. Hence naiis had been made to separate knowledge
and experience into distinctive domainnder to understand and pursue them more
efficiently, and as a result, to achieveare advanced understanding of the world in
order to control it. The idea of unlimitgulogress by controlling the world had become
the dominant idea in the modern epoch MByue of this paradigm, modernism
developed an epistemology, a metaphysics, and a cosmology, where the universe is
conceived of and defined in terms of a neatiatical and mechanistic order. Modernism
formed a paradigm emphasizing reasotipnality, and the linear advancement of
knowledge. This impulse in the art world eveatad the rise of non-representational art,
and the idea of autonomy aft (Keith, 1995). Art proddimn was no longer dependent
upon factors external to art; no longer did #rtist plead with Calliope, or another

divinity for inspiration, it wa “motivate[d] and justifiable in purely artistic terms”



(Crowther, 1993, p. viii). Moderst artists were the eliteyho preferred to step away
from the expectations of the social maiaatn (Milbrandt, 1998) and to concentrate on
individual inspiration, originality, ashpurity (Clark, 1996). They sought unity,
coherence, and meaning, which was lamentddshasn everyday |é&. Art and creativity
were seen as features nélividual genius and thus asteachable. Hence, my trouble
with the title “artist” aroséecause of its attributions to eternal value and mystery,
creativity and genius that le&ol a mythic sense of “being an artist” as opposed to a

historical one.

When | started to teach, | wanted my studémtse creative, in the sense advanced by
Doll (1993), who argues that creativity occtlisough “the interetion of chaos and
order, between unfettered imagiion and disciplined skill’g. 88). | wanted to help my
students beyond coaching them on a peidemal, or beyond merely developing
assignments that would lead them to practictagetechniques or concepts. At that time,
all my knowledge of teaching methods reéel to the models applied by my own
university professors, whgpically seemed to believe in an educational system
consistent with the modernist doctrine, whitefined itself “in oppaton to the earlier
idea of the bohemian artist who, trainecgimaster’s studio, led an unworldly life”
(Mattick, 2000, p. 33). They were alsguificantly influenced by the Bauhaus
educational program formed in Gemyaby Walter Gropius in 1919. Affected by
modernist premises and progressive avetiments, Bauhaus suggested teaching the
principles instead of simply focusing orettraditional skills, such as representational

drawing, anatomy, perspective and the teghes of painting and sculpture. Bauhaus



emphasized principles for constructingsival experience.” Singerman (1999) in his
book,Art Subjects: Making Artists ithe American Universitydescribes how
substituting the term “visual” for “fine” artgs the name of the programs of Bauhaus,
was significant enough to establish a faling by many art educational institutions.
Singerman contends that this changevedio the emergence and growth of the term
“design” which covered all forms of fine aagplied art taught in academic institutions.
This change fortified modernist doctrine in art institutions: “Vision counters the
vocational, the local, and the manual; theuail artist shapes the world, designing its

order and progress” (p. 69).

Therefore, what | knew from my eduaatiwas based on Bauhaus-style programs which
located “the subject d@rt in the artist, not in an extednworld of real or ideal forms.

From this perspective, the principlesagimposition provide the language in which
individuality was spoken” (Matk, 2000, p. 33). But, | wanted help my students to
understand the underlying concepts and prosesismaking art, and the complexity of
artistic thinking. | wanted to show them artelation to a greatsocial world, to lead

them to a historical self consciousnesd)etp them to be creative instead of just
absorbing the techniques and the principlieart production. | begato realize that
teaching was a far more complex activity thdrad formerly thought. So, | needed to
know more about teaching and learning and ttieraaf the art making process. | started
to read and contemplate the problemetsties involved in my teaching career. A

Modernist paradigm seemed to me tddmng its power to create adequate



understandings of thinking, behaviour and phenomena (Doll, 1993). As MacPherson
(1995) points out, modernism was triouble on its home ground” (p. 269).

Over the last decade, we have withegsady radical changes in economic, social, and
cultural spheres. Patterns of industpedduction and rigid categories established by
modernism have been questioned byvidieous strains of knowledge. The boundaries
between modes of knowledge have blurred. Mbeernist social structures and political
grouping have undergone fragmentation and complex realignment. Likewise, art-
practices have faced scepticiatvout the rigidity of categories. The prolific notion of the
“end of art,” ubiquitous in artistic discoussand yet highly contwersial, has posited
that art has exhausted fietential for real innovatioand creativity (Adorno, 1970/1997;
Jappe, 1999). Modernist order, certaintg dinear-unlimited progress have been
replaced by pluralism, fragmentation andrtainty, to the extent that many scholars
conclude that we have come to a pagadshift (Crimp, 1981; Crowther, 1993; Doll,
1993; MacPherson, 1995; Nicholson, 1990; Piha88; Wallis, 1984) and that we have
entered a new epoch. What this new payadiooks like, and how it has impacted art
discourses, motivated my questioning andjouyney into negotiéng the post-modern

world.

After seven years of teachinguativersity in Iran, | deded to pursue my own studies
further. | came to Queen’s Universitgdabegan a Ph.D. in miculum and cultural
studies, with a focus on my questions arowathing art to university students. | wanted
to investigate how to better articulate stiti ways of knowing and how to include them

in my teaching.



Constructing a Rhizome

Write to the nth power, the n-1, writetlvslogans: make rhizomes, not roots,
never plant! Don't sow, grow offshebDon’t be one or multiple, be
multiplicities! Run lines, never plot a point! Speed turns the point into a line. Be
quick, even when standing still! Line dfamce, line of hips, line of flight. Don't
bring out the General ingu! Don’t have just ideas, just have an idea (Godard).
Have short-term ideas. Make maps, not photos or drawings. Be the Pink Panther
your loves will be like the wasp and the orchid, the cat and the baboon. As they
say about old man river:

He don't plant 'tatos

Don't plant cotton

Them that plants them is soon forgotten

But old man river he just keeps rollin’ along

A rhizome has no beginning or end, iale/ays in the middle, between things,
interbeing, intermezz@Deleuze and Guattari, 1987, pp. 24-25)

Deleuze and Guattafl987) begirA Thousand Plateaus, Capitalism and Schizophrenia
with a description of the lizome.” According to them, the “strata” is a space of
organisation and stasis. It is a linear and sstlidcture with a hierarchical and binary
nature. In contrast, their concept of the onne is as a non-hierarchical organic system.
As opposed to the conventional idea of aghie as a root, the concept of a rhizome
developed by Deleuze and Guattari defines a deterritorialized space, a multiplicity of
dimensions, a space without centre, without fomstability. It is a deterritorialized

plane of flux. It is made of lines in motiomot of stationary points, but of continually
whirling, folding, resolving andisaligning lines which Deleae and Guattari call “lines

of flight.” The rhizome is (an) anti-structu It is an immensity of interconnections,
assemblages and arrangements. It has giotieg and no end. It is the middle, the
“interbetween”. The rhizome is a space of multiplicity and ephemerality. It operates by
forgetting, fragmenting, and diversifying. Creatiis more possible in such a space. The

characteristics of the rhizome preshby Deleuze and Guattari are:
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“1 and 2. Principles of connection and heterogeneity ... 3. Principle of multiplicity ... 4.
Principle of asignifying rupire ... 5 and 6. Principles o&rtography and decalcomania”
(Deleuze and Guattari, 1987, pp. 7-13). The &rsl the second principles show that any
point of a rhizome is connected to anfi@tpoint, which makes it a non-hierarchical
structure. The third principledicates that the points anet important in the rhizome,

but that the lines between the points—tilations of the points—are important. The
fourth principle is that of agnifying rupture. “A rhizomemay be broken, shattered at a
given spot, but will start up again on onatsfold lines, or new lines” (Deleuze and
Guattari, 1987, p. 9). The last two charastizs of the rhizome, the principles of
cartography and decalcomania, present th@nmézas a map with multiple entry points,
not as a tracing mechanism. Tracing represte old instead of creating the new.
Mapping, on the other hand, “constructs tineonscious” by orientation “toward an
experimentation of contact with the regiDeleuze and Guattard987, p. 12). That is,
maps can exist as themselves without need feferent while tracing can only exist as
representation. In summary, “the rhizome is an acentred, nonhierarchical, nonsignifying
system without a General and withoutaganising memory or central automation,

defined solely by a circulation of states” (p. 21).

In A Thousand PlateauBeleuze and Guattari declare that the structure of their book is
rhizomatic:

We are writing this book as a rhizomeislicomposed of plateaus. We have given
it a circular form, but only for laughsa€Eh morning we would wake up, and each
of us would ask himself what plateauwas going to tackle, writing five lines
here, ten there. We had hallucinaterperiences, we watched lines leave one
plateau and proceed to anotheeliolumns of tiny ants. (p. 22)
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They suggest that the different chapterstgalas) of the book can be read in any order.
This kind of reading positiorthe reader on thedges of the text and enables them to
view the text as a synthesis of multiple heterogeneous realms which are not hierarchically

ordered (arborescent), but are padaib each other (rhizomic).

Inspired by Deleuze and Guattari’'s metaphathefbiological rhizome, | have used the
rhizome as the central organizing element inmayk. With the belief that nothing in the
world is unitary, that rather, everythingasnnected to another, always connected to
countless others, | try ghow that these realms operate in parédlelach other, effecting

a non-hierarchical synergy that creates thiskigovaried capacity fointerpretation. This
curiosity (for us) of such eonception of time and event is tantamount to an extreme de-
familiarization, which we know from Wittgetein (1958), Derrida (1978) and Heidegger
(1962, 1999), provides the benefit of seeing thismgsw. Here, | will ask the reader to
select their own path through this text in artieargue with the imerative of linear logic

in language. Linearity is anathema to the Dakeuzhizomatic logic. It is not possible in

a scholarly work to excise language’s lingaword by word—perhaps in poetry this can
happen, but here, | wish tdkathe possibility even sontistance, to insist on a
democratic removal of the authorial linear position, which traditionally demands that the
reader comply, simply by reading, with taethor’s estimation ahe importance or
significance of the sequence in which ideaspaesented. In order to approach a mental
recalibration of the auto-linearity to whieve are subject, consider the following
discovery by Nunez (2006) discussediognitive ScienceNunez asks how we would

interpret a “simple” recheduling notice:
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The notice read: “Wednesday’s meeting gmived forward 2 days.” If the new
meeting is now on Friday in your schee, then you see yourself in motion
relative to time. If you wrote down dhday, then you picture time itself as
moving. ... English speakers in North America divide fairly evenly in how they
interpret that opening sentence. Butaaitept the conventidhat the past is
behind and the future in front. ... Not so the two to three million speakers of
Aymara in the Andes. Their languagelmdies a reverse concept of time — the
future is behind and the past in front.
Writing in the current issue @ognitive ScienceRafael Nunez says the Aymara
case is the first documented example otiiure and language departing from the
standard “arrow of time.”
The Aymara use the same word for “front” and “past” and also a single word to
convey both “behind” and “future.” So “nayra mara”-meaning “last year'—
would be translated liteltg as “front year.”
The Aymara place a lot of significance on whether a witness has personally
witnessed an event. In such a culture, the researchers speculate it makes good
sense to metaphorically place the knewe|[past in your forward field of view
and the knowable future behind your back. (Calamai, 2006, June 18, n. pag.)
Although the Aymara conception of time, lingigsily, is not itself a rhizomatic one, it
is nonetheless a useful means by whiclcamr experience a deshiliarization of our
own linguistically ordered seaf time; because the Aymaran “arrow of time” points in
a direction in opposition to our own belief“ihe forward,” we can begin to appreciate
the ontological play of defamiliarization, appreciation that should foster a deeper

apprehension of the rlamatic, non-linear mode.

As in a rhizome, there are nodeghis writing, from which all offshootstream in

parallel to each otherEach piece focuses on a differaonde, a different middle, while
still providing connections to the other nodis other sites in the rhizome. All nodes
may be read independently of one anothenddethe reader can start anywhere to read
this thesis. There is no hierarchy. You @ire person who initiagethe perception of

connectivity; it is a deentralising principlealthough one ought to read the conclusion
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last, at the end of whicheveequencing of sections to reaie opts for otherwise. The
conclusion is my way of connecting and intetpg the various realms discussed. This is
only my conclusion—the reader’s sequence of reading, self-positioning, and inevitably
unique contextualizing, born of the individuaader, may well, and should prompt
alternate conclusions. “In cosion,” | try to exploreghe connections and linkages
between the parts—concepts, events,idads—and to form my own interpretation

based on my own experiencesaasartist and an art teacher.

I nterrogative Nodes

The production of art has historically been veelnas an inner necessity or a gift granted
to geniuses and elites. Art has also, in tatext of this work, been the operations of a
specific class (high), a specific race (whige)ypecific gender (male), and occurs within a
specifically Western paradigrilowever, to differentiate ween the Western paradigm
of art and any other is complicated by thetfthat in Iran, for instance, what was once a
Persian understanding of art is now entilypsumed by a Western model, in both
teaching and production. Islamic art has been as orientalised as much else in Eastern and
Middle Eastern culture, so we have cotm@inderstand our own art history through
Western eyes, and in many ways, are unabée¢oit otherwise dhis point. Thus, my

own instruction in art and art history has béeavily informed by, if not based entirely
on, purely modernist principles. However,cg@rthe middle of the twentieth century, post-
modernist artists and critics have attackezigendered, classed, and modernist premise.
Still, despite myriad discrepancies amop@@aches to art, the production of art has

been taken as a “serious” endeavour entitiard work and dedication (Elkins, 2001). A
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