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a b s t r a c t 

Inspiration is a widely used concept in everyday speech, and it is used especially when people talk about 

what they do in their creative processes. This article presents a re-thinking of the notion of inspiration 

through a non-representational approach to challenge the assumption of dance as a mere stimulus to 

and representation of texts and vice versa when integrating creative dance into literacy education. Based 

on diffractive analytical engagements, this article proposes an understanding of inspiration as intra-active 

and rhizomatic in-betweens producing new-ness and other-ness. This understanding can produce rich 

and diverse opportunities that value and cherish writing and dancing non-hierarchically in the literacy 

classroom; both have pedagogical value, without either acting as a servant of the other. The article con- 

cludes with a discussion of the extent to which literacy education is prepared to take dance seriously, 

emphasizing that the proposed understanding of inspiration can contribute to that end. 

© 2022 The Author. Published by Elsevier Inc. 
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. Introduction 

Arts integration encompasses a pedagogical approach to teach- 

ng and learning different disciplines in combination with an artis- 

ic discipline, aiming to deepen learning in all included disciplines 

 Hanna, 2015 ; Koff & Warner, 2001 ; Marshall, 2014 ). Previous re- 

earch has investigated arts integration in literacy education using 

reative dance as the artistic approach (e.g., Jusslin, 2020 ; Jusslin 

 Höglund, 2021 ; Leonard et al., 2016 ; Makopoulou et al., 2021 ;

harma et al., 2021 ). Creative dance is neither bound to a specific 

ance style nor to developing technical perfection. Instead, it com- 

ines the artistry of expression and mastery of movements when 

nterpreting and expressing ideas, thoughts, and feelings through 

ovements created from one’s body and abilities and in relation 

o the material environment ( Gilbert, 2015 ; Payne & Costas, 2021 ). 

Working with artistic mediums is common in literacy edu- 

ation, but dance remains somewhat unknown and unexplored 

n that context. Then again, in dance education, using texts as 

nspiration, or stimuli, for dance-making is common (see, e.g., 

anna 2015 ). When it comes to integrating dance and literacy, I 

ave elsewhere offered a critique of how viewing dance or texts 

s merely stimuli to and representations of one another consti- 
∗ Correspondence to: Faculty of Education and Welfare Studies, Åbo Akademi Uni- 

ersity, Po Box 311, Vaasa FI-65101, Finland. 
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898-5898/© 2022 The Author. Published by Elsevier Inc. This is an open access article un
utes a narrow and weak view of integration ( Jusslin, 2020 ). In- 

piration has often been understood in terms of stimulus ( Thrash 

 Elliot, 2003 ), which would suggest that dance could be seen as 

n inspirational departure point for literacy and vice versa. This 

onceptualization suggests a representational understanding of in- 

piration that proposes linearity and cause–effect relationships. A 

epresentational approach limits the understanding of the possible 

epths in both disciplines and how students can move between 

hem. Such a view risks undermining the value of the integrated 

rt form and constrains the understanding of different disciplines’ 

utual contributions to one another. 

The concept of inspiration is important because it pervades 

rts-integrated teaching in and beyond the literacy classroom. Ac- 

ordingly, there is a need for new understandings of inspiration 

hat move beyond stimuli and representations to explore inspira- 

ion as non-representational. I recognize the urgency to re-think 

nd (re)conceptualize inspiration in bolder and more generative 

ays that can allow for understanding inspiration as ongoing pro- 

esses between, for example, students, forms of expression, envi- 

onments, and memories. This re-thinking can account for not only 

hat inspiration is or how it is defined but also what it might pro- 

uce and set in motion in arts-integrated teaching approaches. 

This article presents a re-thinking of inspiration, particu- 

arly combining writing and creative dance through the non- 

epresentational apparatuses proposed by Deleuze and Guattari 

1987/2013) and Barad (2007) . Their theories enable a re-thinking 
der the CC BY license ( http://creativecommons.org/licenses/by/4.0/ ) 
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f inspiration in broader and more generative ways, moving be- 

ond representational and anthropocentric (human-centered) on- 

ologies to challenge and disrupt the notion of dance as a mere 

timulus to and representation of texts, and vice versa. Such an 

xploration can promote an understanding of the complexity and 

oles of various art forms in arts-integrated teaching approaches 

n the literacy classroom. The study draws on data from a re- 

earch project that sought to develop and investigate teaching ped- 

gogies that integrate creative dance into fifth graders’ reading 

nd writing processes ( Jusslin, 2020 ). The article constitutes an in- 

epth, diffractive exploration of events that set inspiration in mo- 

ion when integrating creative dance 1 into the writing of detective 

tories. I zoom in on fifth-grade student Oliver, whose writing be- 

ame inspired by elements he and his classmates danced, result- 

ng in a proposed understanding of inspiration as in-betweens that 

lur the boundaries between, for example, dancing/writing, lan- 

uages/bodies, and student/environment. More specifically, this ar- 

icle explored the following analytic questions: 1) How can inspira- 

ion be understood using a non-representational approach, and 2) 

hat does such an understanding produce when integrating cre- 

tive dance into students’ writing processes in the literacy class- 

oom? 

In what follows, I review previous research on arts integration 

nd combining dance and writing, discuss conceptualizations of in- 

piration, and introduce the non-representational framework. Then, 

 present the study context, the data, and the analytical approach. 

n the analysis, I explore events that set the emergence of inspi- 

ation in motion when Oliver worked with dancing and writing. 

ltimately, I propose a re-thinking of inspiration and discuss its 

mplications for arts-integrated literacy practices. 

. Literature review 

.1. Arts integration 

Arts integration encompasses innovative arts-based pedagogies 

hat promote the understanding and transformation of various dis- 

iplinary concepts into artistic mediums ( Koff & Warner, 2001 ; 

arshall, 2014 ). Wiebe et al. (2007) proposed a rhizomatic ap- 

roach to arts integration that can enable embodied and liv- 

ng integrative practices that are less prescriptive of the arts; 

hey maintained that integration needs to be understood as 

ore than thematic overlaps in different disciplines. Similarly, 

arshall (2014) argued for a transdisciplinary approach to arts in- 

egration to understand how different disciplines can fit together 

s a whole, stressing that transdisciplinarity enables deep integra- 

ion. 

During the last few decades, arts integration has been debated 

y both adversaries and advocates. Advocates have emphasized 

hat arts integration can provide valuable learning opportunities, 

hereas adversaries have maintained that the arts do not need 

o be servants for other subjects to have pedagogical value. A 

rominent argument resonating with the “art for art’s sake” ar- 

ument against using dance as a learning strategy is that dance 

isks losing its intrinsic value and disciplinary contributions (e.g., 

iguere, 2011 ; Koff & Warner, 2001 ; Winner et al., 2013 ). This can

e understood as instrumentalizing the arts. 

Advocates have emphasized the value of integration. Creative 

ance in school is a relatively young research field, which has 

he potential to have societal significance since it can contribute 

o knowledge on bodily meanings, movements, and creative pro- 

esses in people’s learning ( Ørbæk & Engelsrud, 2019 ). Dance can 
1 In the remainder of the article, when referring to dance in the current research 

roject, I refer to creative dance. 

d

g

c

fi

2 
e integrated into various curricular areas, but its capabilities 

an extend beyond curricular areas and the school community 

 Anttila, 2013 ). Studies have indicated that dance can contribute 

o developing, for example, students’ academic, creative, cogni- 

ive, and socio-emotional learning and multiple literacies (e.g., 

nttila, 2013 ; Jusslin, 2020 ; Leonard et al., 2016 ; Makopoulou et al., 

021 ; Payne & Costas, 2021 ). 

In the debate about arts integration, aspects of learning in 

nd through the arts are often included. Although arguments 

ave been raised against using creative dance and other forms 

f dance as learning strategies in other disciplines, scholars have 

eparted from this perspective, arguing that learning through 

ance cannot be separated from learning in dance ( Anttila, 2013 ; 

anna, 2015 ; Jusslin, 2019 ). Echoing the importance of this per- 

pective, Buck (2003) found that a narrow understanding of dance 

as a paradoxical position, creating both barriers (e.g., being ped- 

gogically threatening and inaccessible for “non-dancers”) and op- 

ortunities (e.g., integration across the curriculum and diversity of 

deas, bodies, and movement) for itself in the classroom. 

Against this background, the current project strived for a trans- 

isciplinary, balanced approach that valued dance and writing 

qually, thus not using dance in an instrumentalizing manner. The 

utset was that learning through dance is not separated from learn- 

ng in dance. This is emphasized in the Dance Literacy Model for 

chools ( Jusslin, 2019, 2020 ), which was used to understand how 

he project worked with dance literacy in arts-integrated teaching. 

he model defines dance literacy as students’ abilities to under- 

tand and use dance vocabulary, interpret meaning-making in and 

hrough dance, and express themselves by creating dances. 

.2. Combining dancing and writing 

In this article, literacy is understood through a non- 

epresentational approach, which will be explained in detail 

ater. Dance can be understood as an independent, unique literacy, 

nd a meaning-making process across different literacies, for 

xample, across reading, writing, and dancing. Integrating dance 

ith literacy can be perceived as breaking and expanding the 

raditional curricular boundaries of literacy education, which is 

uggested as a valuable complement that can fit into the preexist- 

ng literacy curriculum without replacing other curricular content 

 Jusslin, 2020 ; Leonard et al., 2016 ). 

This study focuses particularly on the combination of writ- 

ng and dancing in a fifth-grade classroom. Several scholars have 

ouched on the similarities between dance and writing and the 

enefits of combining them. Cooper (2011) stated that dancing and 

riting share similar aspects, such as brainstorming, first drafts, re- 

ision processes, and periods of reflection and inspiration. Investi- 

ating a co-composition approach to dancing words/writing dance, 

oot-Bernstein (2001) concluded that the participating teenagers 

eferred “word and gesture to the imaginative thinking tools that 

recede both forms of expression” (p. 140). Combining writing and 

ancing is further suggested to enhance development and learn- 

ng in both forms of expression ( Midgelow, 2013 ). It requires ac- 

ive straddling and dismantling of the forms of expression’s bor- 

ers ( Pollitt, 2019 ), suggesting that dancing and writing can break 

own the boundaries between them. Scholars have also suggested 

hat writing contributes to a choreographic investigation ( Collard- 

tokes, 2012 ), that dance enriches and challenges writing processes 

 Perry, 2007 ), and that dance can promote children’s early literacy 

kills ( Logue et al., 2009 ). 

Studies in the current research project have indicated that 

ance can contribute to literacy education by requiring fifth 

raders to deepen and broaden their reading and writing pro- 

esses ( Jusslin, 2020; Jusslin & Höglund, 2021 ). Additionally, the 

fth graders experienced that dancing inspired their writing pro- 
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2 I do not submit that a non-representational approach is the only way to re- 

think inspiration; rather, it is a possible apparatus to think with (cf. Nichols & Cam- 

pano, 2017 ; Østern et al., 2021 ). 
esses and gave them ideas to shape and develop their writings 

 Jusslin & Forsberg, 2021 ). These experiences led to the present 

nquiry to re-think how inspiration can be understood in arts- 

ntegrated literacy practices. 

In summary, previous research has demonstrated the potential 

ontributions of combining dancing and writing, especially high- 

ighting this combination as a boundary-crossing practice in which 

ifferent forms of expression feed into each other. However, the 

oncept of inspiration has not received conceptual attention in this 

ontext, thereby warranting attention to understand what inspira- 

ion can set in motion when combining dancing and writing. 

.3. Inspired by and inspired to 

The concept of inspiration is prominent in various disciplines 

e.g., literary studies, psychology, art, and education; for a review, 

ee, e.g., Thrash & Elliot 2003 ). Inspiration is frequently used in ev- 

ryday speech, but it has often been left undefined without a clear 

heoretical or conceptual underpinning ( Brace & Johns-Putra, 2010 ; 

leynick et al., 2014 ; Thrash et al., 2014 ). 

Recognizing the need for a sound, integrated definition of 

nspiration, Thrash and Elliot (2003) drew upon commonalities 

cross various disciplines (i.e., psychology, anthropology, theology, 

ducation, art and literature, management, and engineering) to 

evelop a domain-general conceptualization that includes three 

ore processes: evocation, transcendence, and motivation. Evoca- 

ion emphasizes that a trigger stimulus (e.g., a person, idea, or 

ork of art) evokes inspiration rather than being willingly ini- 

iated or something one is responsible for, and transcendence 

efers to the individual learning of new or better possibilities. 

hrash et al. (2014) asserted that “transcendence and evocation 

re complementary in the sense that one cannot awaken oneself 

o better possibilities; one must be awoken” (pp. 4 96–4 97). Moti- 

ation, then, encompasses the will to fulfill, express, or actualize 

hat is newly apprehended. As I will discuss further in the next 

ection, the idea of transcendence is a representational position- 

ng that stands in ontological contrast with the Deleuzo–Guattarian 

1987/2013) non-representational idea of immanence. Moreover, in 

he conceptualization of Thrash and Elliot (2003) , inspiration is not 

estricted to human agency but also includes environmental as- 

ects, which bears resemblances with Barad’s (2007) movement 

eyond an anthropocentric stance. Inspiration can come from in- 

ide and outside the individual ( Thrash & Elliot, 2003 ; Thrash et al.,

014 ). For example, when dancing, ideas can come from one’s own 

ody and mind, other’s bodies and minds, and from the environ- 

ent and different objects ( Payne & Costas, 2021 ). 

Thrash and Elliot (2004) stressed that inspiration involves two 

rocesses: being inspired by, which they described as a relatively 

assive process of being awoken by something, and being inspired 

o, which is a relatively active process of becoming motivated to 

ctualize the inspiring qualities that have been awoken. Accord- 

ngly, being inspired by includes the characteristics of evocation 

nd transcendence, and being inspired to includes the characteris- 

ics of motivation. These component processes mark an episode of 

nspiration and articulate how it unfolds across time ( Thrash et al., 

014 ). Oleynick et al. (2014) presented an example of component 

rocesses: “One might be inspired by a breathtaking sunrise, or by 

he elegance of a new idea that arrives during an insight or ‘aha’ 

oment. Thereafter, one might be inspired to paint or undertake a 

ew research project” (p. 2). Accordingly, being inspired by encom- 

asses the emergence of creative ideas, whereas being inspired to 

otivates action. For example, An and Youn (2018) demonstrated 

hat inspiration from artwork can facilitate creation in other cre- 

tive domains (e.g., writing or business). 

Inspiration is sometimes used interchangeably with cre- 

tivity ( Oleynick et al., 2014 ), and the distinction between 
3 
nspiration and creativity is crucial for the current study. 

ayne and Costas (2021) defined creativity as using imagina- 

ion or original ideas when creating something new, while 

leynick et al. (2014) stated that inspiration, in contrast, con- 

titutes a motivational state. Hence, creative insights are theo- 

ized to inspire because inspiration is not the source of creative 

deas, but rather a response to creative ideas ( Thrash et al., 2014 ).

shiguro and Okada (2021) reviewed the literature on art view- 

ng and creativity and argued for focusing on the relationships be- 

ween being inspired by and being inspired to ; they demonstrated 

hat a dual focus, which centers on evaluating artworks and re- 

ecting on the individual artistic activity, would integrate the two 

rocesses of inspiration. 

As mentioned, dance and writing share similar aspects, such as 

eriods of inspiration ( Cooper, 2011 ). My previous critique of per- 

eiving dance as only a stimulus for writing processes in dance 

ntegration ( Jusslin, 2020 ) is supported by the fact that inspira- 

ion is difficult to elicit; inspiration tends to happen spontaneously 

nd is, consequently, not a result of deliberate effort ( Thrash et al., 

014 ). The rationale is that integrating dance and writing is more 

omplex and multifaceted than using one form of expression as a 

timulus for the other. To explore this further, I contextualize the 

bove-presented conceptualization of inspiration within the con- 

ext of integrating dancing and writing to re-think inspiration with 

 non-representational approach. 

. The non-representational apparatus 

.1. Unfolding the non-representational theories 

This article’s founding premise is that representational logic 

annot account for all entanglements that matter when integrating 

ance in the literacy classroom. Therefore, I re-think the conceptu- 

lizations of being inspired by and being inspired to by plugging- 

n with the non-representational apparatuses proposed by Deleuze 

nd Guattari (1987/2013) and Barad (2007) . 2 

These non-representational theories decenter the human in dif- 

erent ways and move beyond representational assumptions that 

ere language can represent preexisting things. Deleuze and Guat- 

ari (1987/2013) and Barad (2007) critiqued representationalist 

hinking and the notion that the world would exist independent 

f the researcher. According to Deleuze and Guattari (1987/2013) , 

he world’s humans, objects, and languages exist on an imma- 

ent plane, interacting to create new relations that are always 

n becoming. This relationality is prominent in Brace and Johns- 

utra’s (2010) fusing of representational and non-representational 

heories when arguing that inspiration needs to be understood as: 

…a process comprised of the (possibly) pre-cognitive moment 

of creation, realised in part through a set of embodied prac- 

tices in space and structured around the things writers need to 

proceed; the assemblage of spaces, objects, materials, technolo- 

gies, skills and institutional structures that enable the work. 

(pp. 399–400) 

Following this line of thought, I think with the Deleuzo–

uattarian (1987/2013) philosophy of immanence, which suggests 

mmanence to include complex relations of affects and rhizomes. 

 argue that the concepts of affect and rhizome can provide new 

ays of acknowledging inspiration as embodied, affective, multi- 

le, and always unpredictable. 

Affect refers to how bodies affect and are affected by other bod- 

es. Yet, in a Deleuzo–Guattarian understanding, affect is different 
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rom emotions. Rather than being understood as expressed emo- 

ions or emotional reactions that can be put into words, affect 

onstitutes prepersonal, nonconscious, and volatile intensities that 

an be perceived as diverse, embodied, and experienced materi- 

lities ( Deleuze & Guattari, 1987/2013 ). Affect is understood as a 

orce that focuses on what bodies can do rather than what they 

re. Drawing on Deleuze and Guattari, Zembylas (2007) explained 

hat affect is both a process and a product: “a process in which a 

ody acts upon another, and a product as the capacity of a body 

o affect and to be affected” (p. 26). McCormack (2013) maintained 

hat the human body is central to affects, but it should not be un- 

erstood as a “container” (p. 3). Affects circulate within the body 

ut also move beyond and around bodies, indicating that bodies 

o not exist in a vacuum, isolated from each other and the envi- 

onment ( Hickey-Moody et al., 2016 ; McCormack, 2013 ). The body 

s relational, affective, multiple, and always in becoming. Similarly, 

arad (2007) stated that discursive practices are not human-based; 

he discursive and the material are not separated from each other. 

I think with the concept of rhizome to explore the connec- 

ions, multiplicity, and unpredictability in the relations between 

ance and writing. Deleuze and Guattari (1987/2013) explained a 

hizome as a root system, spreading in irregular and infinite direc- 

ions with various non-hierarchical entry and exit points. Rhizomes 

reate new connections by linking together different elements, and 

f broken, the rhizome can live on, as it always tries to find a way

o develop. Wiebe et al. (2007) suggested that “[t]he rhizomatic re- 

ation is a way to understand the tension of multiple complexities 

n the classroom” (p. 268). A rhizomatic approach to dance and 

riting posits that they can be connected in various ways, moving 

he dancing and writing processes in multiple possible but unpre- 

ictable directions. For example, integrating dance into students’ 

riting processes is not a linear process that always moves from 

ancing to writing; both forms of expression are connected in an 

ngoing flow of bodies, texts, and movements. 

The Deleuzo–Guattarian concepts offer a complex re-thinking 

f inspiration through emphasizing an immanent perspective, yet 

arad’s (2007) agential realism, especially the concepts of intra- 

ction and entanglement, provides another way to approach in- 

piration from beyond an anthropocentric perspective. A founding 

remise for Barad is that knowledge is created in relations be- 

ween human and nonhuman bodies, thus rejecting a dichotomiza- 

ion of discourse and matter. Barad (2007) proposed that the dis- 

ursive and the material are mutually implicated in intra-active 

rocesses. Hence, both human and nonhuman bodies can be- 

ome agentic, with agency understood as making something hap- 

en or as the ability to act. The concept of intra-action provides 

ays to re-think inspiration concerning its coming from inside 

nd outside the individual (cf. Thrash & Elliot, 2003 ). When refer- 

ing to intra-action, Barad (2007) disrupted a dichotomizing view 

f the world, acknowledging its profoundly relational and entan- 

led nature and understanding intra-action to signify “the mutual 

onstitution of entangled agencies” (p. 33). For example, know- 

ng/be(com)ing, mind/body, theory/practice, and discourse/matter 

re not separate entities. Intra-action focuses on the relations that 

appen in the midst and does not refer to separate subjects and 

bjects. Similarly, entanglements are not intertwinements of sepa- 

ate subjects and objects; rather, their distinctions are undone and 

isrupted ( Barad, 2007 ). For example, reaching depth in both in- 

egrated forms of expression —such as dance and writing —can be 

nabled when and if the forms of expression become entangled 

 Jusslin, 2020 ). 

The theories that I think with differ ontologically to varying 

egrees, especially when it comes to the conceptualization of in- 

piration presented by Thrash and colleagues and Deleuze and 

uattari’s and Barad’s apparatuses, as well as between Deleuze 

nd Guattari and Barad (see Hein, 2016 ). The Deleuzo–Guattarian 
4

nd Baradian apparatuses are both non-representational, but Hein 

2016) stated that Barad’s agential realism is a philosophy of tran- 

cendence, whereas Deleuze and Guattari present a philosophy 

f immanence. Still, the Baradian apparatus offers a re-thinking 

f inspiration beyond an anthropocentric, ontological stance. I ar- 

ue that despite their ontological variances, reading these theo- 

ies together can offer new and ontologically different perspectives 

n the concept of inspiration (i.e., the Deleuzo–Guattarian under- 

tanding of immanence and the Baradian move beyond anthro- 

ocentrism) and produce new understandings of inspiration for 

rts-integrated teaching approaches in literacy practices. 

.2. Literacies and embodied learning 

Theoretical approaches that perceive literacies as affective, rhi- 

omatic, entangled, and intra-active have recently seen consider- 

ble growth in literacy research and pedagogy. Grounded in such 

heories, a main premise in the current article is that literacy ac- 

ivities are not projected toward textual endpoints; instead, litera- 

ies live in relations across the ongoing flow of bodies, texts, and 

ovements that can move rhizomatically in different, unknown, 

npredictable directions ( Leander & Boldt, 2012 ). This premise re- 

embles the conceptualization of literacy-as-events. Burnett and 

erchant (2020) stated that literacy-as-events are generated in re- 

ations between human and nonhuman bodies, always exceeding 

hat can be conceived and perceived to the point that “combin- 

ng an affective engagement with the tracing of multiple relations 

an never catch everything that is going on” (p. 51). Literacy-as- 

vents travel in unexpected ways, implicitly encompassing mul- 

iple potentialities. Thus, a non-representational understanding of 

iteracies recognizes that they are not bound to human subjects 

ut are created in intra-active relations between human and non- 

uman bodies ( Kuby, 2017 ; Lenters, 2016 ; Zapata et al., 2018 ). 

In literacy research and pedagogy, studies addressing the body 

nd embodied literacies are relatively new, albeit growing in num- 

er ( Leander & Boldt, 2012 ; Schmidt & Beucher, 2018 ; Thiele, 2015 ;

oodard et al., 2020 ; Zapata et al., 2018 ). In comparison, the 

ody’s role is inevitable to acknowledge in dance education. Em- 

odied literacies turn attention toward the processes and changes 

nherent in bodies ( Schmidt & Beucher, 2018 ; Thiele, 2015 ). Litera- 

ies are produced by many bodies and live through the entangle- 

ent of bodies, human and nonhuman alike ( Zapata et al., 2018 ). 

imilarly, Thiele (2015) maintained that “literacies are leaky, seep- 

ng deep into our bodies and unfurling through our movements, 

erceptions, and reactions to other bodies” (p. 46). Literate bod- 

es are thus not limited to reading and writing at desks; they are 

ctive, moving within and between peoples, practices, and objects 

 Lenters & Smith, 2018 ). Therefore, consideration of the body and 

ts affective responses can offer new and important ways to under- 

tand literacy development ( Lenters, 2016 ). 

Although non-representational theories are gaining momentum 

n literacy research, with researchers highlighting potentials (e.g., 

urnett & Merchant, 2020 ; Jusslin, 2020 ; Kuby, 2017 ; Leander & 

oldt, 2012 ; Zapata et al., 2018 ), scholars also discuss critiques of 

his perspective. Nichols and Campano (2017) noted that “tracing 

aterial objects’ trajectory around the classroom may provide new 

ays to see and think about schooling, but it does not, by itself, 

ead to transformation” (p. 249). I acknowledge that consideration 

f intra-actions between humans/nonhumans provide new under- 

tandings when re-thinking inspiration, but it cannot alone trans- 

orm literacy practices. Furthermore, Beucher et al. (2019) cau- 

ioned not to ignore how discourses shape embodied experiences 

ecause they matter in relation to power and agency. This is im- 

ortant, considering that previous and current embodied experi- 

nces in dancing and writing processes may be affected by various 

iscursive reasons when moving between the two forms of expres- 
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ion. Nevertheless, I understand discourse to be entangled with 

he material, indicating that neither has privilege over the other 

 Barad, 2007 ). 

In the current study, learning is understood as embodied, with 

mbodiment concerning more than the human body ( Barad, 2007 ; 

stern et al., 2019 ). Embodied learning can be understood as holis- 

ic, relational, material, and affective: happening in the human 

ody and intra-actions between human and nonhuman bodies 

 Jusslin, 2020 ). When turning the focus toward the arts, the ef- 

ect of art extends beyond the creations and products of humans; 

 dance piece is created by humans but in relation to the mate- 

ial world and prompts affective responses ( Hickey-Moody, 2016 ). 

imilarly, Anttila (2013) stressed that embodied learning in dance 

ighlights affective processes, stating that “when embodied sen- 

ations and affects are brought into the realm of conscious con- 

ideration, they become the content of consciousness, or knowl- 

dge” (p. 33, my translation). Embodied learning then creates and 

tilizes embodied knowing , which is personal and experiential, 

ince it is created through sensations, experiences, and emotions 

 Anttila, 2013 ). Embodied knowing is relevant to account for in the 

urrent study because previous research has found that embodied 

nowing can inspire writing topics ( Woodard et al., 2020 ). 

Against this background, I maintain that our embodiment and 

eing in the world as writers, dancers, and learners means that 

e know more than we can tell and convey with written language. 

mportantly, dance does not bring embodiment to literacy educa- 

ion; literacies are already embodied. 

. Study context 

This study drew on data from an educational design research 

EDR) project ( McKenney & Reeves, 2019 ). 3 Aiming to improve ed- 

cational practices in naturalistic and authentic settings in collab- 

ration among researchers and practitioners, EDR produces both 

heoretical and practical knowledge. The project developed and in- 

estigated teaching pedagogies that integrate dance into students’ 

eading and writing processes in Swedish (L1) and literature edu- 

ation in two grade-five classrooms in Finland, with 41 students 

ged 1011 (14 girls and 27 boys). The guardians gave informed 

onsent for the students to participate in the research. The re- 

earch was conducted by a team comprising author Sofia (teacher 

ducator and researcher in L1 education), dance teaching artist 

otta Kaarla, and primary school teachers Tom Lithén and Ann- 

harlotte Nyman at Norra Korsholms skola. 4 The project was ini- 

iated by Sofia as part of their doctoral project ( Jusslin, 2020 ) and

upported by the school administration, which enabled the recruit- 

ent of teachers who were interested in participating. Finnish pri- 

ary school teachers are certified to teach all subjects in grades 

–6, indicating that they have undergone teacher training in liter- 

cy education. 

The team collaboratively planned, implemented, and evalu- 

ted various teaching designs, which are described in detail by 

usslin (2020) . The investigated teaching design in the current 

tudy, DancingDetectives , integrated dance into the writing of de- 

ective stories. The teachers suggested this genre, as they had im- 

lemented detective story projects several times before, with guid- 

nce from a teaching manual written by Widmark (2003) , chil- 

ren’s book author of The Whodunit Detective Agency . 
3 Design-based research is closely related to EDR. McKenney & Reeves (2019) as- 

erted that EDR specifies its implementation in educational contexts and that 

esign-based research can lead to misconceptions of being equated with research- 

nformed design that under-represents the theoretical contributions. 
4 The principal and the team provided informed consent to publish real names. 

hey accepted the article prior to publication. The student names are pseudonyms. 

c

a

s

t

c

t

5 
The teams’ positionality was characterized by active involve- 

ent in the research. The research would not exist without 

he team’s intentions to explore teaching pedagogies that in- 

egrate creative dance into literacy education. It could not be 

ept at arm’s length because knowledge creation did not hap- 

en at a distance (cf. Barad, 2007 ). We inevitably became part 

f the knowledge-creation and the pedagogical realities, and our 

rtist/researcher/teacher bodies were understood as resources in 

he research ( Jusslin & Østern, 2020; Østern et al., 2021 ). 

.1. DancingDetectives and the promenade dances 

In DancingDetectives, the students wrote their own detective 

tories for 15 weeks. Dance integration was implemented over nine 

eeks. DancingDetectives integrated dancing and writing to simul- 

aneously develop and support each other, indicating that the de- 

ective stories, as work-in-progress, fueled the dancing, while the 

xploration and creation of movement materials fueled the writ- 

ng. 

This study took an in-depth exploratory look at literacy-as- 

vents during the fourth dance lesson; zooming in on Oliver as 

nspiration was evoked in his dancing and writing processes. As 

iteracy-as-events are not bound in time and space but instead fo- 

us on how multiple times and places are folded ( Burnett & Mer- 

hant, 2020 ), what happened before and after the fourth dance 

esson presumably influenced the dancing and writing processes 

n the investigated dance lesson. Fig. 1 presents an overview of 

ancingDetectives, both before and after the fourth dance lesson. 

n the planning phase, the students planned their detective stories 

n notebooks. 

The fourth dance lesson (90 min) emphasized expressing 

nd highlighting environmental details when creating stories and 

ances, which was done by choreographing promenade dances 

mid the schoolyard. The students had previously done a similar 

erbal exercise and thus had experience with the promenade idea. 

The lesson started with a warm-up dance composed collabora- 

ively by the students and Lotta during the previous lessons. Then, 

orking in two groups, the students negotiated and chose a sea- 

on, weather, and time of day and composed a promenade dance 

hat created and expressed these aspects. The students planned 

heir dances by taking notes on a small portable whiteboard. The 

romenade dance moved from point A to point B in the school- 

ard, and the students created a path by marking points A and 

 in the gravel and drawing a curvy path. One student would 

ove along the path, and the other students would dance what 

hat student experienced, saw, heard, and felt (e.g., coldness and 

nowflakes) using different movement qualities (e.g., body, effort, 

hape, and space; Gilbert, 2015 ) of their own choosing. Lotta pre- 

ared four songs that the students could choose from. The student 

roups performed their dances for each other, which the teacher 

lmed; the audience offered each other feedback on the perfor- 

ances. The final 25 min were held in the classroom. The students 

iscussed the lesson’s content with the teachers, filled in evalua- 

ion notes, and watched the dance films of each other’s promenade 

ances. During this lesson, Lotta and the teachers were involved in 

ancing, supporting, and challenging the students when exploring 

nd creating movement materials. I followed Oliver’s group with a 

andheld camera while discussing the creation of the promenade 

ance with the students. 

The study concentrated on the student group in which Oliver 

ollaborated with six students: Diana, Ellen, Emilia, Kim, Patrick, 

nd Samuel. All students, except Oliver and Kim, danced in their 

pare time, and at the beginning of the project, they reported 

heir enjoyment of dancing. The analysis zoomed in on Oliver be- 

ause when focusing on the notion of inspiration, something no- 

iceably happened in his dancing and writing processes during 
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Fig. 1. Overview of DancingDetectives . 
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he fourth dance lesson. The team sensed that Oliver’s literacy-as- 

vents stood out when combining dance and writing; they mat- 

ered during the dance lesson, caught our attention, and remained 

n our memories. When commenting on that lesson, Oliver ex- 

ressed a feeling of inspiration when combining dancing and writ- 

ng ( Jusslin & Forsberg, 2021 ). Before participating in the project, 

liver reported that he sometimes enjoyed writing, sometimes not, 

nd that he had no experience with dance or dance integration. He 

iked different movement exercises but had no personal interest in 

ancing. Initially, Oliver openly expressed skepticism about dance 

ntegration, both bodily and verbally. For example, in an interview, 

e expressed that dance was foolish. 

.2. Data and Analytical Approach 

This study analyzed several types of data. I followed Oliver’s 

roup with a handheld video camera throughout DancingDetec- 

ives and made notes based on my bodily participation, experi- 
6 
nces, and observations. The team discussed the lesson during 

he evaluation meetings. Oliver, along with three other students —

iana, Emilia, and Isabelle —participated in five group interviews, 

hich I transcribed before the analysis. He filled in evaluation 

otes after each dance lesson. His texts and dances were also in- 

luded as data. 

These data were analyzed diffractively ( Jackson & Mazzei, 2012 ). 

iffraction can be explained as waves rolling, bending, transform- 

ng, and spreading in new ways when encountering obstructions 

 Barad, 2007 ). The analysis epitomized the non-representational 

heoretical premises, as it focused on how differences make a dif- 

erence, rather than focusing on sameness in identifying patterns 

r categories. The focus was on identifying differences and explor- 

ng their effects ( Barad, 2007 ). I read the concepts of inspired by 

nd inspired to through the non-representational apparatus and 

ut them to work in the data. This can be understood as a process 

hat produces something new in constant and continuous mak- 

ng and unmaking ( Jackson & Mazzei, 2012 ). Consequently, reading 
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oncepts of inspiration through the non-representational approach 

reated diffractive waves that produced new ways to understand 

nspiration. 

To re-think how inspiration can be understood and what such 

n understanding produces, I made agential cuts in Oliver’s danc- 

ng and writing processes. An agential cut enables the investiga- 

ion of different phenomena by freezing entanglements; a cut can 

ring things together and take them apart ( Barad, 2007 ). I iden- 

ified literacy-as-events that, in different ways, glowed and glim- 

ered in Oliver’s dancing and writing processes—they invoked 

omething that made a difference when reading the data (cf. 

acLure, 2013 )—and made agential cuts in them. Within these 

iteracy-as-events, different aspects of Oliver’s dancing and writing 

rocesses mattered in terms of inspiration. I transcribed the cuts in 

he video data into three layers, focusing on the dialogues, move- 

ents, and intra-actions of humans/nonhumans, which were ulti- 

ately merged in the analysis. I (re)presented the video data with 

wareness of the limitations and difficulties of verbally describing 

ance and movements ( Manning & Massumi, 2013 ). Seeking guid- 

nce from scholars using non-representational theories analytically 

 Kuby, 2017 , 2019 ; Lemieux & Rowsell, 2020 ), I used different fonts,

ndents, and typographical elements when enacting agential cuts 

n the video data: 

With these analytical elements, I enacted agential cuts in the 

nalyzed literacy-as-events, which affected how time was folded 
7 
nto the analysis (cf. Burnett & Merchant, 2020 ) and what human 

nd nonhuman agents were (re)presented in the analysis; some 

arts are consciously included, whereas some are excluded, de- 

ending on the focus on Oliver’s dancing and writing processes. 

till, the human and nonhuman influences on Oliver’s dancing 

nd writing processes were not limited to the 90-min-lesson; the 

resent was affected by the past (e.g., Oliver’s previous experi- 

nces) and by the future (the future work with the detective 

tory). Consequently, the boundaries of each event were chosen to 

re)present the most arresting data in relation to Oliver and his 

ancing and writing processes. 

The intention of this analytical (re)presentation was to think, 

eel, and move with the data and theories, which was enabled by 

sing different fonts and indents. I used hyphens to (re)present 

 situated and entangled togetherness of concepts and/or bodies 

nd slashes to (re)present intra-actions between human/nonhuman 

odies, while I (re)presented what was produced in the intra- 

ctions in the body text. For example, “Oliver-becoming-the-ski- 

ift” indicates that Oliver and the ski lift cannot be separated but 

re relational together as a whole (cf. Kuby, 2019 ). I split some 

sentences” in the analysis into several lines to show how events 

ncluded intra-actions, movements, and dialogue. However, the line 

etween the intra-actions and movements is thin and fluid, yet I 

hose to (re)present the analysis in this manner to provide justice 

o the data’s liveliness. The intra-actions, movements, and dialogue 

onstituted a way to (re)present the material-discursive relations 

n the data. I partly disrupted the linearity of the analysis to ac- 

ount for the rhizomatic nature of the events by mixing the differ- 

nt data in-and-across-and-between-each-other. All data presented 

n the analysis were translated into English. 
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5

5

. Analysis 

.1. Oliver-becoming-the-ski-lift 
5 For the remainder of this article, when referencing images A–H, I refer to Fig. 2 . 

8 
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Fig. 2. The process of creating the promenade dance ‘On the way home’ and Oliver’s writing in the classroom 

The students discuss different times and finally agree on 3 PM. They discuss aspects related to winter, snow, and 3 PM. 

9 
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Oliver’s suggestion to dance a nonmoving icicle could be inter- 

reted as an attempt to avoid participation in movement creation. 

is resistance to the promenade dance was expressed in relation to 

he nonmoving icicle, as he was seemingly not enthusiastic about 

reating the promenade dance. His skepticism was expressed and 

roduced in relation to the icicle. 

Oliver’s suggestion to dance a ski lift was related to the context 

he students created —winter, snowing, and 3 PM—and to his affec- 

ive intensities, moving from one affective stage to another, awo- 

en in intra-active relations to the chilly weather. 

Later in an interview, Oliver recalled: 

The ski slopes, I actually came up with that idea when we were 

utside. I was thinking like, I started getting flashbacks because it was 

o cold. And in the flashback, I was wearing a jacket that I wore up

n the mountains when I was skiing, so that’s why I came up with the

dea of a ski lift, and when I was the ski lift, I realized that I should

nclude it in my detective story. 
10 
Oliver’s skepticism about the promenade dance seemed to sub- 

ide when he found the ski lift and/or the ski lift found him. He 

xpressed that he became inspired by the different materialities 

nd events in-the-dancing. These events included intra-actions be- 

ween multiple human/nonhuman bodies, entangling Oliver with 

he weather, the gloves he wore because it was chilly, and his 

art in planning the promenade dance that included a narrative lo- 

ated in the social and material fictional realities of a snowy winter 

ay. The events seemingly inspired Oliver to suggest that he could 

ance a ski lift. He had also decided that his detective story would 

ccur during the winter, which points to rhizomatic relations to his 

lanning of the detective story before the promenade dance. 
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There were different backgrounds for choosing personal focuses 

n the dance. Ellen and Kim’s dance movements —as snowflakes- 

oing-cartwheels and twirly-snowstorm-movements —chose them 

nd became entangled with the season and weather suggestions. 

llen asked if the group could choose winter so that they could 

ance as snowflakes and do cartwheels. Ellen and Kim were seem- 

ngly entangled with their movement suggestions prior to the 

roup’s collaborative choice of a snowy winter’s day. In contrast, 
11 
liver’s entanglement with the ski lift was built on his embod- 

ed knowledge rather than on some prepared and intentional 

ance movements. His becoming-a-ski-lift emerged without prede- 

ermined movements, pointing to dance-making’s unpredictability 

nd affectivity. Emilia tried to help Oliver find inspiration in her 

ovements —even though she did the same pose that Oliver ini- 

ially did . 
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Oliver’s struggle to create movements was affected by the ski 

ift. He quickly created dynamic movements when dancing a clock. 

Despite Oliver’s bodily struggle with the ski-lift-movements, 

he literacy-as-events awakened Oliver’s embodied knowledge 

bout winter, skiing, and ski lifts and created rhizomatic re- 

ations between his previous experiences and the promenade 
12 
Accordingly, the struggle was more with ski lift as a concept 

han generally with the composition of dance movements. 

ance in-becoming. Interestingly, Oliver turned only to the 

eacher, not to Lotta, with his struggles regarding the ski lift 

ovements. He created and upheld a relational distance from 

otta. 
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Oliver was unsure of how to finish his part of the dance. 

oticing Oliver’s problems with the ski-lift-movements —as if his 

ody resisted the ski lift as a concept —the other students be- 

ame engaged in helping Oliver create his movement material. He 

ried becoming-the-ski-lift, but there was a force of resistance be- 

ween various human/nonhuman bodies in the process of becom- 

ng. Emilia, in her intra-actions with her version of the ski-lift- 

ose, became agentic in Oliver’s dance-making process. The pose 

ould be seen as a fixed position, a gateway to movement (cf. 

anning & Massumi, 2013 ). The teacher, however, emphasized try- 

ng to move Oliver’s bodily movements away from the visuality 

f posing-as-a-ski-lift to instead focus on the movements’ dynam- 

cs, thus opening the gateway. The teacher tried to disrupt Oliver’s 
13 
nitial entanglement with the ski lift, which was stuck at a vi- 

ual level. Hence, Oliver’s embodied knowledge helped and dis- 

upted his dancing. It produced ideas for the dance —rhizomatically 

nd profoundly entangled with the groups’ planning as a whole —

nd it disrupted his dance-making because he locked-himself- 

n-the-ski-lift and became stuck at a visual and pantomimic 

evel. 

However, something happened when the students started re- 

earsing their promenade dance to their chosen music. Oliver’s 

hift toward developing the ski-lift-movements and making them 

ore dynamic, flowing, and undulating was produced in intra- 

ction with the music. 
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5

Oliver was affected by different materialities in his dance- 

aking. His struggles with being inspired by came from within 

is embodied knowledge, although he struggled to (re)make his 

mbodied knowledge into movements. It also came from outside 

hen Oliver received help from his classmates and the teacher. 

is dancing was affected by nonhuman materialities, such as the 

pace he danced in, the ski lift as a phenomenon, and espe- 

ially the intra-action with the music that made something let 

o in Oliver’s ski-lift-movements. The music became agentic in 
6 Composed by Howard Blake, https://www.youtube.com/watch?v = t5erF-Gr7Cg. 

14 
liver’s becoming-the-ski-lift. Movements to the music unfolded 

elations in which Oliver’s embodied knowledge, the ski lift con- 

ept, time, space, students, and teacher became entangled. The 

ovements were neither produced nor evoked from the inside nor 

he outside, but rhizomatically and simultaneously from-inside- 

nd-outside. The emergent intra-active material relations of hu- 

an/nonhuman bodies produced ideas for his writing, which will 

e (re)presented in what follows. 

.2. Oliver-inspired-to-write 
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The difficulties regarding the ski-lift-movements affected not 

nly Oliver but also Emilia, who acknowledged her/their joint 

truggle. Composing the ski-lift-movements was a collaborative 

ndertaking. In the schoolyard, Emilia did not express her difficul- 

ies like Oliver because she focused on suggesting ideas that could 

elp him become-the-ski-lift. Although Oliver and Emilia acknowl- 

dged the difficulties with the ski-lift-movements, they both wrote 

It is possible that this whole-class-literacy-as-event affected 

liver when it comes to what happened next regarding his writ- 

ng. Even though he shared nothing himself, the others’ statements, 
15 
n their evaluation notes that it was easy and fun to create the 

ovements. The difficulties experienced were produced by focus- 

ng on the ski lift’s visuality and making it come alive through 

ovements. The movements did not come to the students right 

way, but they had to be composed, improvised, and developed in 

heir bodies. 

ntra-acting with the promenade dances, might have contributed 

o setting something in motion for Oliver. 
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There were differences in Oliver’s writing that made a differ- 

nce in this lesson; his writing stood out compared to the take- 

way messages of Emilia, Edward, Patrick, and Kim. The ski lift 

ecame agentic in Oliver’s writing. The various entanglements in 

liver-becoming-the-ski-lift produced Oliver-inspired-to-write, and 

n his notebook, he wrote: 

It is the middle of the day. It is 2 PM, and it is not snowing a

ot but a little. I was at the grill, and I walked to the kiosk because

ackages you order arrive there. When I went down the stairs, it was 

lippery, and I had to hold on, but when I was on my way, the snow

limmered on the trees, and I heard a snowmobile when I looked to- 

ards the sea. But now I was halfway there. When I arrived at the 

iosk, I got my package. The package was large. I started thinking 

bout what I had ordered but I could not remember. 
17 
Oliver created a new and different story that included dance 

ovements from the schoolyard, the middle of the day, snow- 

ng, walking, slippery, and snowmobile. The details in his writ- 

en story also captured what the lesson intended to produce for 

he students, namely highlighting and acknowledging environmen- 

al details. His takeaway message from the lesson became ev- 

dent in his doings. The dancing and the writing became rhi- 

omatic, unbounded, and fluid; they were also unpredictable, as 

liver, independently, without encouragement from the research 

eam, created this new and different story with intra-active rela- 

ions to the promenade dance. This event happened spontaneously 

or Oliver. Writing, as he did, was not an assignment for the lesson. 

liver-becoming-the-ski-lift produced new and different literacy- 

s-events that entangled dancing/writing. 
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In making eye contact with Lotta during that particular event, I 

elt that something happened between them. I sensed that some- 

hing had happened for Oliver, indicated by how he invited Lotta to 

articipate in his writing. When discussing this lesson later, Lotta 

aid, “My heart melted when Oliver said, ‘Lotta, come here, I got 

 new idea from what we just did.’” From this point on, Oliver 

pened up to Lotta. 

Oliver created something new and different from what they had 

reated in their promenade dance. He intra-acted with the prome- 

ade dance, (re)shaping and (re)experiencing it to fit into the con- 

ext of his detective story. However, this text is not included in its 

ntirety in his detective story. He wrote in the first person, not as 

ny of the characters he had already created for his detective story, 

nd he wrote in the third person in the final detective story. This 

ifference could be produced by his embodied knowledge of ski 

lopes, ski lifts, and snowmobiles. Something came from his body 

nd his embodied experienced materialities. He had an affective 

elation to the new and different story he had created. 

Still, parts of this text were included in the detective story. In 

he opening paragraph, Oliver wrote, Suddenly, they heard a snow- 

obile crossing the ice . He also included the grill, kiosk, and pack- 

ge in various chapters. Something became evoked in Oliver during 

his lesson, and entanglements between dancing/writing/drawing 

roduced the text he wrote. 

What was produced in Oliver’s dancing and writing processes 

an be understood as something between embodied and affective 

atter and languaged matter. The ski lift became agentic in dif- 

erent human/nonhuman bodies, such as his classmates, the teach- 

rs, the chilly weather, and the detective story. In Oliver-becoming- 

he-ski-lift, he realized that he could include the ski lift —and other 

ance movements —in his writing. The dance added something new 
18
o the writing. He became inspired to write this text, producing 

ntanglements of intra-active becomings between the promenade 

ance and the detective story he was planning. His dancing and 

riting processes were rhizomatic, as it was impossible to deter- 

ine where his inspiration began or ended, where the inspiration 

ecame dancing, or where the inspiration became writing. The in- 

piration happened here-and-now in the intra-action and entan- 

lements between Oliver and the other human (e.g., students and 

eachers) and nonhuman bodies (e.g., schoolyard and weather). 

. Inspiration as in-betweens producing new-ness and 

ther-ness 

In this article, I entered a re-thinking of the notion of in- 

piration through a non-representational approach to understand 

he complexity and roles of various art forms when using arts- 

ntegrated teaching approaches in the literacy classroom. After 

aking an in-depth look at the analyzed literacy-as-events, it is 

oticeable how the intra-actions, affects, and entanglements in 

he dancing and writing processes are much more multifaceted 

han the dance acting merely as stimuli for the writing or vice 

ersa. 

A non-representational understanding challenges and disrupts 

erceiving dance or texts as mere stimuli, which is also rele- 

ant to integration with other art forms. Dance is an indepen- 

ent, unique literacy that also acts as meaning-making across dif- 

erent literacies ( Jusslin, 2019 ; Leonard et al., 2016 ) —not least when

ancing and writing are combined. Based on this current anal- 

sis, I argue that such an integrative process is a complex phe- 

omenon in which inspiration needs to be understood as differ- 

nt in-betweens (e.g., between dancing/writing, languages/bodies, 
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tudent/student, student/teacher, and student/environment). In the 

ension in these in-betweens, something makes a difference; 

omething takes the dancing and writing in unpredictable di- 

ections. This study showed that dance integration in the lit- 

racy classroom is not about hierarchically representing mean- 

ng or experiences; instead, inspiration in-between dancing/writing 

s about emergent ideas, feelings, thoughts, movements, narra- 

ives, and languages produced in the entangled relations between 

ancing/writing. 

The analysis demonstrates that the agential forces that evoke 

nspiration are not limited to verbal language but are highly 

ntra-active with embodied and nonhuman matter. This points 

o an in-between embodied/languaged matter when combin- 

ng dancing and writing. The analysis indicates that inspira- 

ion is neither strictly from the inside (e.g., Oliver’s mem- 

ries and embodied knowledge) nor from the outside (e.g., 

ther students or the weather), but simultaneously from-inside- 

nd-outside in intra-active becomings with the students and 

heir surroundings. Embodied knowledge inspired both danc- 

ng and writing, agreeing with the results of previous research 

 Woodard et al., 2020 ). 

Therefore, dancing and writing are not positioned on a one- 

ay street because one does not hierarchically or intentionally in- 

pire the other. Instead, the entanglements in-between can pro- 

uce new-ness and other-ness in the students’ integrated danc- 

ng and writing processes. Oliver-becoming-the-ski-lift and Oliver- 

nspired-to-write seemingly constitute a rhizomatic relationship 

here Oliver moved in different directions in-between danc- 

ng/writing, which could not be predicted ahead of time (cf. 

urnett & Merchant, 2020 ). This non-representational understand- 

ng, in turn, produces opportunities for students to set in mo- 

ion something new and different in the two forms of expres- 

ion. New-ness and other-ness are created in intra-active becom- 

ngs with human/nonhuman bodies, positioning inspiration on a 

lane of immanence. Newness was also emphasized by Thrash and 

lliot (2004) from a transcendental perspective: “inspiration im- 

lies an awakening or accommodation to something new, bet- 

er, or more important” (p. 958). The notion of immanence dis- 

upts the accommodation of something better or more important. 

nstead, this proposed non-representational understanding of in- 

piration produces new-ness and other-ness with no intention to 

alue if it evokes something better or more important. Being in- 

pired by dance and then being inspired to write something does 

ot indicate that the writing could be deemed better. In this under- 

tanding, inspiration sets something new and different in motion, 

epending on the intra-active becomings between, for example, 

he students, the integrated art forms, and the environment. In- 

piration as in-betweens is immanently intra-active and rhizomatic 

nd does not necessarily produce anything better in a transcen- 

ental manner. Different in-betweens can produce the opportuni- 

ies needed to proceed in creative processes (cf. Brace & Johns- 

utra, 2010 ). 

Although this article offers a re-thinking of the notion of inspi- 

ation in arts-integrated literacy practices, the intention is not to 

quate this proposed understanding of inspiration as a validated 

onstruct (cf. Thrash & Elliot, 20 03 , 20 04 ; Thrash et al., 2010 ), but

ather to build on and diffractively (re)read previous conceptual- 

zations. In re-thinking inspiration through a non-representational 

pproach, I propose an understanding of inspiration as intra-active 

nd rhizomatic in-betweens that produce new-ness and other- 

ess —in this case, simultaneously in dancing and writing. Such 

n understanding produces rich and diverse opportunities that 

on-hierarchically value and cherish all forms of expression. In 

n equally integrated teaching process, both dancing and writing 

ave pedagogical value, with neither acting as a servant of the 

ther. 
19 
. Conclusion 

This article conceptualized inspiration as intra-active and rhi- 

omatic in-betweens that produce new-ness and other-ness. Al- 

hough widely used in everyday speech, inspiration is a complex 

nd multifaceted phenomenon that combines various forms of ex- 

ression and is produced by different human/nonhuman bodies. 

ith arts-integrated teaching approaches, it is essential to recog- 

ize this complexity and the pedagogical value of disciplines. Oth- 

rwise, there is a risk that one discipline will be used naively for 

timulative purposes instead of for learning purposes in teaching. 

Thus far, dance is relatively unknown and unexplored in lit- 

racy education. Although previous research has suggested posi- 

ive contributions of integrating dance into the literacy classroom, 

he question of to what extent literacy education is prepared to 

ake dance seriously remains highly relevant. Potential responses 

o this question include personal knowledge, attitudes, and experi- 

nces of dance and literacy. On the other hand, this question also 

evolves around perceptions and understandings of the roles and 

alues of dance in literacy education and, more generally, in school. 

herefore, to reach full learning potential when it comes to arts- 

ntegrated teaching approaches, to take dance seriously in literacy 

ducation, and to value dance’s intrinsic value, dance needs to be 

onsidered not as a stimulus but in its full right as a valuable arts- 

ntegrated teaching approach with versatile potentialities that can 

ontribute to students’ literacy education. 
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