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“Edu-choreographing” is a play with the post-qualitative concept 
edu-crafting offered by by Carol A. Taylor in 2018. Post-qualitative re-
search challenges and expands qualitative research, especially in destabi-
lizing the subject, making it a relational, becoming, embodied and affec-
tive subject that is changing with the research phenomena and with the 
world. New concepts are created within post-qualitative research to seek 
to express this relational ontology, destabilization, and entanglement. 
Edu-crafting – a combination of “education” and “crafting” – is one such 
concept which has caught our interest. To craft is to design, to create, to 
let something take shape. We understand Taylor’s edu-crafting as a way 
of a) focusing on education as something that can be crafted, and b) 
intense pedagogical entanglements where the teacher is actively crafting  
the pedagogies, but also, at the same time, the teacher is being crafted 
right back from the ongoing flow of the pedagogical event. The stu-
dents, as well as other aspects like spaces, time, discourses, and mate-
rials like arts materials, entangle with and have agency on the ongoing 
crafting of the teaching pedagogies.

Keywords: Edu-choreography; Expanded choreography; Re-turning; 
Response-ability; Pedagogical entanglements

We see choreographing as a parallel concept to crafting based in the 
field of dance. As dancers, choreography is our way of designing, re-
designing, crafting, and creating form and choreographic material in 
dance (Flønes et al. 2022; Flønes 2023a, b; Østern 2018; Simonson 
2021). The crafting metaphor can also easily be connected to design 
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thinking (Koh et al. 2015), educational design thinking (Selander 2017), 
and educational design research (Bakker 2019; Østern, Reppen et al. 
2021). Design thinking in education reflects an interest in the shaping 
and crafting of the curriculum and of pedagogies. Design thinking is 
easy for us to grip onto, since as artists we know that, for example, the 
form of a choreography and the content of that choreography are fully 
and inseparably entangled in the choreographic material. The realiza-
tion that form and content are inseparable, and that working with form 
is crucial for the meaning-making going on, is the basis for focusing on 
the crafting, or in our case, the choreography of the form (the design) 
of the dance teaching pedagogies. 

With this as background, several issues sparked our curiosity as we 
entered our collaboration and set to work on this study. We wondered 
if we could think about our teaching pedagogies in dance as a dynamic, 
alive, and moving material that we choreograph, and if we, inspired by 
Carol A. Taylor’s (2018) edu-crafting, could call this edu-choreograph-
ing (see also Flønes (2025)). We asked ourselves what a choreographic 
approach to teaching dance would open up. We were interested to in-
quire into how edu-choreography might change how we think and act 
as dance teachers. Out of these initial issues, we articulated the research 
question: What new possibilities could a choreographic approach to 
teaching dance, as in edu-choreographing, unfold?

Our Backstages
We are five female dance artists, dance teachers, and/or academics 
located in Norway and Sweden. Tone, Mari, and Camilla work in  
higher dance and arts education. Annakarin and Line work in upper 
secondary dance education. Tone and Camilla are colleagues at the 
same institution and have worked closely together on a change project 
in higher education (Østern, Reppen et al. 2021; Reppen et al. 2023). 
Tone was the supervisor for Annakarin’s (Simonson 2021) and Line’s 
(Joten 2022) master thesis, and for Mari’s PhD thesis (Flønes 2025). 
Mari, Camilla, Annakarin, and Line did not know one another before 
this project. We have all been dancing since we were very young, and 
we all have our higher dance educations from European institutes. Our 
practical training, thinking about dance, our lived experience with and 
socialization into dance are thus shaped through a euro-american world-
view. Dance is deeply meaningful for all of us, but nevertheless dance ed-
ucation as we have experienced it through childhood, youth, and higher 
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education contexts has exerted strict control over our dancing bodies. 
We see that we have been socialized into certain ways of thinking about 
dance, art, bodies, pedagogies, and about ourselves: for example, specif-
ic techniques and genres that our bodies should be moulded into; strict 
hierarchies in the classroom; silent dancers and talking teachers, with 
little space for critical thinking and reflection of embodied experienc-
es; and training that was mainly about individual training and getting 
stronger, more flexible, and more skilled as individual dancers. These 
ways of doing dance also come with a feeling that one is never good 
enough, and that there is a vibe of competition in class. Community was 
downplayed, and there was an implicit understanding of euro-american 
dance genres like contemporary dance and ballet being “higher art” than 
social dances and dances from other geographies. However, choreogra-
phy classes were different. They were also entrenched in euro-american 
dance genres, but at least they opened for exploration, collaboration, 
not knowing the answers in advance, research, and experimentation. 
As we have grown and developed as practitioners, dance teachers, and 
academics, we have turned to an expanded notion of choreography as a 
critical and productive approach to teaching dance. Our wish to teach 
differently, open up for dancing bodies that do not want to, or cannot 
be, moulded into specific already existing techniques and genres, and to 
teach in ways that support and acknowledge the bodies and experiences 
different dancers bring with them into the dance class, is at the core of 
this chapter and in our collaboration.

Agential Realist Impulses, Thinking and Doing Choreography 
as Expanded
Thinking choreographically when teaching allows us to approach dance 
teaching artistically and think about dance education as art (Flønes 
2023b; Østern 2018). However, to do so, expansion of the dominat-
ing meanings of choreography is needed. Originally, in a western con-
text, choreography implied writing down dances (hence the -graphy) 
(Bagheri Nesami and Østern 2023; Leon 2020), but the dominating 
meaning of choreography that has emerged is the making of move-
ments for dancers (Leon 2020). The choreographer has traditionally 
been seen as the creative and active part, whereas the dancers have had 
the task of embodying the ideas of the choreographer (Leon 2020, 68; 
Ölme 2014). This legacy is heavily criticized, and the notion of cho-
reography has expanded and been transformed through the work of 
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numerous choreographers and researchers (Klien 2008; Lepecki 2013; 
Ölme 2014). With our work, we take part in that expansion, inspired 
by several thinkers.

Our understanding of expanded choreography has its impulse from 
agential realist scholar Karen Barad’s (2007) concept of re-turning.  
We are re-turning with earlier experiences and choreographic concepts 
over and over again, in a kneading movement. These re-turnings are 
creating different layers, volumes, and spaces in our emerging prac-
tice, based on past knowledge re-emerging. Re-turning is a theoretical 
concept to think with, but also a concept to do with, or move with, 
as we engage with our educational dance practices (Murris & Zhao 
2022). Re-turning implies that we are not totally abandoning our ex-
isting knowledge. Instead, we are re-turning it with the wish to teach 
differently in a time and context where the diversity that was not val-
ued and wanted in the old knowledge is now specifically valued and 
wanted. With the Baradian (2007) notion of response-ability, we inquire 
into our dance educational practice, its ability to respond and to render 
other bodies (human and non-human) response-able (Despret 2004). 
Choreographing a dance educational practice with response-ability im-
plies engaging through the affective body, where, for example, dancing 
becomes a way of practicing response-ability through bodily listening 
(Flønes et al. 2022). Response-ability is a way of re-turning our practices, 
critically and curiously (Bozalek and Zembylas 2017), and relationally. 

Elizabeth Grosz (1994) refers to chora as a potential space with un-
graspable boundaries (here in Bagheri Nesami and Østern 2023). The 
potentiality of chora, of choreography, as a space that keeps moving and 
shifting, inspires us as a way of working with pedagogies. Susan Foster 
(2011) helps us see choreography as a practice where the boundary 
between the object (the dance) and the subject (the dancers) becomes 
fluid, and the hierarchy between the choreographer and the danc-
ers is democratized. We can transfer this thinking to a democratized 
and collaborative relationship between the teacher and the students 
in dance. We choreograph spaces (chora) and relations, which allow 
dance education to happen. Kirsi Monni is another choreographer and 
academic, who has been active for decades in a Finnish context explor-
ing and expanding choreography. She describes how choreography has 
moved away from ideas about universal, ideal, and standardized chore-
ographic aesthetics, towards seeing choreography as a starting point for 
movement that is particular, situated, and in-and-of-the-world (Monni 
2018, 89). With this expanded notion of choreography, we move on.
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The Production and Analysis of Research Material 
Our research material is a selection of our ongoing edu-choreographic 
practices that we re-turn (Barad 2007) with. These practices are 
critical practices, where we actively break with existing technique, 
skills-based and teacher-expert-centered ways of teaching dance. 
We instead experiment with choreographic approaches to our own 
teaching-as-research. As we experiment, we stretch and expand, not 
only our muscles, but also our teaching designs. Stretching creates new 
space, choras with potentiality (Beghari Nesami and Østern 2023; 
Grosz 1994). This is true also for doing research. We are thus positioned 
in the post-qualitative stretching and expansion of qualitative research 
(Gunnarsson and Bodén 2021; Murris 2022). In post-qualitative  
research the researcher’s response-able (Barad 2007; Despret 2004), 
affective, and relational body is firmly welcome into the research  
arena, and the researcher’s embodied experience counts, and is even 
needed, as a way of creating knowledge (Taylor 2018; Østern, Jusslin 
et al. 2021). Since the five of us are spread out over vast geographical 
distances in Norway and Sweden, we have met online. As we have met, 
we have shared dance pedagogical stories about how we work with 
a choreographic approach to teaching dance. Between meetings, we 
have read texts and discussed them. Taylor’s (2018) article, in which 
she proposes the concept of edu-crafting, was a major impulse. After a 
series of conversational turns, we re-imagined the concept edu-crafting 
as edu-choreographing (see also Flønes (2025)). Our production of re-
search material and the analysis of material happened simultaneously: 
the way we filter our stories from teaching dance with a choreograph-
ic approach together with post-qualitative theoretical concepts, is the 
analysis. The writing of this chapter has thus brought us through a 
series of zoom meetings and shared writing during 12 months in 2023 
and 2024, sharing, thinking, and analyzing together. The result is a 
tracing of Mari’s, Annakarin’s and Line’s practices led by the question: 
What new possibilities could a choreographic approach to teaching 
dance, as in edu-choreographing, unfold?

The Analysis: Mari’s, Annakarin’s and Line’s Edu-choreography
The analysis happens as a tracing which we propose as an expanded 
choreographic chora: as edu-choreography. Edu-choreography allows 
for respons-able (Barad 2007; Despret 2004), re-turning (Barad 2007) 
of Mari’s, Annakarin’s, and Line’s teaching practices.
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Mari’s Practice 
(Mari is the I-voice in this story)
As a part of my PhD research process (Flønes et al. 2022; Flønes 2023a, b, 
2025), I carried out a dance project in a public primary school in an urban 
area in Norway. I was the choreographer-researcher-teacher, collaborat-
ing with four primary school teachers and their pupils of the third grade  
(8 year olds). Through my teaching practice in the context of school, I 
kept re-turning with (Barad 2007) the question of how I could facili-
tate ways of making my own dance heritage, and thus my own dance 
practice, response-able (Barad 2007; Despret 2004) to what the children 
brought into the dance workshop. My earlier take on this had been try-
ing not to interfere with the children’s dance explorations with my own 
dance. But I was unsatisfied with this approach, as it made me feel like an 
outsider: detached, and not in touch with the children’s dance. I also felt 
that this approach maintained a hierarchical relation between myself as a 
grown-up and teacher and the children as pupils. In the research project 
I wanted to explore how I could break this habit through re-turning with 
my dance practice as a response-able force in the workshop, dancing 
with the children and their process. For example, through performing 
improvised dances in the classroom, or through improvisation jams to-
gether with the children during the workshop, I engaged through my 

Figure 1. Mari engaged in edu-choreographing with 8-year old pupils in 
primary school. © Elisabeth Røvær / Screen Story. Licensed under CC BY.
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improvising and dancing body in a bodily listening to the dance and 
the other dancers (Flønes et al. 2022). Instead of observing from afar, I 
was in the middle of it all, choreographing my in-the-moment pedagog-
ical choices through the dance. Instead of anticipating through thinking 
about my next pedagogical move, I was attuned and response-able to 
what happened in the dance, my body, and the other bodies in the space 
(Foster 2011). I was edu-choreographing relations (Flønes 2023b). 

Mari dances with schoolchildren in a dance-less school environment. 
Her edu-choreographic practice is put into motion through expanding 
a choreographic approach to teaching dance with relationality (Bozalek 
and Zembylas 2017; Monni 2018), and response-ability (Barad 2007; 
Despret 2004). She re-turns her dancing heritage and traditions over 
and over again, and in doing so her affective body helps her to chore-
ograph spaces for the children’s bodies’ capacity to act, connect, and 
move in artful and forceful ways (Flønes et al. 2022; Flønes 2023a, b).

Annakarin’s Practice
(Annakarin is the I-voice in this story)
My edu-choreographing practice took place in the context of elderly 
adults meeting and dancing together (Simonson 2021). The practice 
was based on the experience of dancing rather than showing predeter-
mined movements and steps (Ölme 2014). Letting the unpredictable 
happen unfolds creativity and provides responsibility for choice-making  
and action. The participants were individuals from 55 years and up, 
curious to learn and express themselves through dance. Entering the 
dance studio, my intention was to create a space of interconnectedness 
(Murris 2022). It was the context and interaction between the partici-
pants and me that determined the direction of the teaching and learn-
ing process. The edu-choreographing practice took place in relational 
encounters, in-between the environment, different materials, and the 
participants (Bozalek and Zembylas 2017; Monni 2018). A multiplic-
ity of lived experiences was composed in entangled relations. With 
the way I edu-choreograph, I see everyone’s contribution as valuable, 
which I believe increased a sense of ownership and self-confidence. 
The experience of learning through confirmation and trust created 
empowerment of being an elderly life experienced body. Gathering in a 
circle, throwing a ball of yarn to each other enabled spontaneity, play-
fulness, and possible courses of action. Exploring the yarn in the dance 
to shape, tie, tear, or tangle activated the imagination and the experience  
of being artistic. The dancing bodies were choreographing a weave of  
intertwined movements, discovering new insights, and growing 
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together with the world (Monni 2018). To use the lived experience rep-
resenting oneself in dancing is about acknowledging each individual 
– and resisting normative values about age, abilities, and dance. An 
edu-choreographing approach to teaching and learning dance pro-
cesses encourages an inquiring and reflecting approach, providing a 
shift from one specific dance knowledge to various and situated dance 
knowledges (Monni 2018).

In Annakarin’s edu-choreographic practice with elderly women 
(Simonson 2021), through the expanded notion of choreography she 
can approach aging as a value, and their lived experience as material for 
creating dance (education). Each year in the dance classes, through the 
women’s dancing bodies, time explodes into a myriad of movements, 
trajectories, and relations that become rich edu-choreographic materi-
al. The women were not asked to become anything else other than what 
they already were; they were not asked to dance already-made move-
ments and patterns, but rather to explore the potentials for dance in 
their bodies, and in-between themselves, others, and different materials 
(like yarn) (Bozalek and Zembylas 2017; Monni 2018).

Figure 2. Annakarin engaged in edu-choreographing with elderly adults.  
© Annakarin Simonson. Licensed under CC BY.
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Line’s Practice
(Line is the I-voice in this story)
My MA in Arts Education process involved the creation of a workshop 
for experienced dance teachers invited to explore and challenge their 
teaching practice with the goal of arriving at gender neutral teaching 
in dance (Joten 2022). The workshop was a performative process in 
which various interdependent components merged and collaborat-
ed as I created a space for bodily exploration and reflection through 
three steps: 1) bodily experience, 2) unfolding and exploration, and 
3) the creation of new potentials. The three steps unfolded as follows. 
Bodily experience: Through verbal and bodily instruction, I guided the 
participants through an explorational process around the meaning of 
“doing gender” as an effect of repeated bodily actions or imaginings. I  
used different key words, phrasing, and intonation as inspiration 
to explore different and opposite qualities understood as feminine, 
masculine, or androgynous qualities. Unfolding and exploration: 
With different prompts and provocations I invited the participants on 
a dynamic journey that initiated processes of approaching their own 
teaching practice with a critical eye, a discussion regarding the various 
experiences, thoughts, and perpetuation of gender norms that they see 
in the established dance educational practices and traditions they take 
part in. One such prompt was to google the word ‘dance’ and look at the  
images that Google presented. They are all clearly female codified.  
The creation of new potentials: New ideas were explored and put to 
work by rearranging, shifting, and merging educational components  
to create new pedagogical potentials by breaking away from established 
norms. By engaging in this movement process in thinking and teaching, 
participants were encouraged to challenge their own assumptions and 
actively explore alternative ways of approaching dance teaching: not 
necessarily in order to change their practice, but rather as a process 
of critically and curiously re-turning (Barad 2007), and creating more 
space and more layers to their established dance pedagogical practice. 

In Line’s dance pedagogical practice (Joten 2022), to edu-choreograph 
means to approach the teaching pedagogies as an artistic material that 
can be re-played and re-designed. In the workshop series for experi-
enced dance teachers that she has designed, this approach makes it pos-
sible to challenge the gendered control over gendered bodies inherited 
in the dance teachers’ dance legacies. The workshops are not about 
teaching experienced dance teachers a specific movement material or a 
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Figure 3. Line engaged in edu-choreographing workshops that disrupted 
established gender norms with experienced dance teachers. © Camilla 
Haugo. Licensed under CC BY.

specific way of thinking, but instead about giving impulses that trou-
ble and disrupt established dance pedagogical materializations. We 
see these impulses as edu-choreographic: they are impulses that might 
make experienced dance teachers’ teaching designs move and change.



Edu-choreographing: Approaching Dance Teaching as Choreography 219

(Moving) Insights and Potentials
With an edu-choreographic approach, we expand choreography and 
move away from ideas about universal, ideal, standardized and con-
trolled choreographic aesthetics, towards seeing choreography as a 
relational and democratized starting point for movement and change 
(Flønes et al. 2022; Flønes 2025; Foster 2011; Østern 2018; Monni 
2018). Also, we activate post-qualitative thinking, which sees the re-
searcher and the research participants as decentered, relational, be-
coming, embodied, and affective subjects, changing with the research 
phenomena (Gunnarsson and Bodén 2021; Murris 2022). In doing 
so, teaching dance becomes a place for embodied and artistic research 
(Flønes et al. 2022; Flønes 2025; Østern 2018).

Specifically, teaching dance becomes a place for co-research: dance 
teachers, understood as choreographer-teachers, and students, under-
stood as choreographer-students, co-research together. The certainty  
about what should be learnt and what the outcome of dance edu-
cation practices should look like when we ourselves are socialized 
and bodily materialized through our dancing histories, is replaced 
with curiosity and uncertainty through a choreographic approach to 
dance teaching. The uncertainty increases the choreographer-teacher’s 
edu-choreographic practice as a place of risk. We argue that this is a 
good shift from control to risk that will open, affect, and sensitize the 
practice of teaching dance. However, it is also a critical shift: it is a shift 
that is willing to let go of thinking that the main goal of teaching dance 
is to deliver existing techniques and skills to new dancers through es-
tablished skills-based and teacher-expert-centered pedagogies. Instead, 
a firm interest in what different dancers bring to the dance is advocated. 
Choreographer-teachers then will need to let go of control and cannot 
hold a precise plan or know in advance precisely what the outcome of a 
class or a process will be. They are not taking control over the dancing 
bodies in class, but instead empowering the students as becoming artists. 
Difference is approached affirmatively. Through the expanded notion 
of choreography, choreography is no longer the choreographer’s direct-
ing of and controlling moving bodies in time and space (Klien 2008; 
Lepecki 2013; Ölme 2014). Choreography becomes a choreographing 
of and for relations (Flønes 2023b). These relations are understood and 
affirmed as capable of and active towards dance-making.

The main task of the choreographer-teacher becomes that of design-
ing, edu-crafting (Taylor 2018), or precisely choreographing a (dance 
pedagogical) space for artistic-pedagogical response-able processes 
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to happen. Dance pedagogical structures like controlling, perfecting, 
and assessing become replaced with structures like listening, sensing, 
relating, co-creating, and changing. The choreographer-teacher’s body 
softens and becomes an affective and affected listening and relating 
body. The experience of being involved in dance pedagogy might then 
become that of an artistic process, on behalf of choreographer-teachers 
as well as choreographer-students. 

Returning once more to the question: What new possibilities could a 
choreographic approach to teaching dance, as in edu-choreographing,  
unfold?, we at this point conclude that edu-choreographing, in oth-
er words approaching dance teaching as choreography, opens for the 
unexpected, for meetings in dance that we cannot plan in advance. An 
edu-choreographic approach demands a high level of presence and lis-
tening into the (pedagogical) chora (Grosz 1994) and ongoing rela-
tions. The teacher role shifts from planning, delivering and controlling, 
to designing, giving chorographic impulses, energizing the space (cho-
ra) (Grosz 1994), listening, being attentive and present, and being 
ready to change (redesign, re-choreograph) (Flønes 2023b). Basically, 
edu-choreographing, inspired by Taylor’s edu-crafting (2018), becomes 
the art of giving (choreographic) impulses that create (pedagogical) 
movement, learning, collaboration, and change. Edu-choreography 
might then mean choreographic spaces and relations which allow 
dance education to happen. We encourage further research into how 
edu-choreographing can move and change dance educational practice 
in different contexts, and in relation to different dance experiences.
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