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Abstract
The purpose of this paper is to theorize pedagogies that reckon with and provide an alternative to the chronicles of white time in visual art education. While whiteness has garnered significant attention in visual art education scholarship during the past two decades, and particularly so in the past few years, time has not featured explicitly as a central analytic. Through engaging with how visual art education scholars work with alternative temporalities to white time in their own scholarship, I attempt to theorize a pedagogic approach that might summon subjectivities that reckon with and counter the dominant logics of white time.





Introduction
The purpose of this paper is to theorize pedagogies that reckon with and provide an alternative to the chronicles of white time in visual art education. Charles Mills (2020, 2014) theorized the white temporal imaginary as a fundamental way in which whiteness works to secure its legitimation and domination. While whiteness has garnered significant attention in visual art education scholarship during the past two decades, and particularly so in the past few years, time has not featured explicitly as a central analytic. I begin this paper by discussing my own unease with the contradictory ways that I attempted to teach student art teachers at the University of Illinois a critical and social reconstructionist approach to multicultural art education through focusing on time. I then analyze how visual art education scholars have worked with alternative temporalities to white time in their own scholarship, albeit not explicitly so. Through this analysis, I seek to theorize a pedagogic approach in visual art education that might summon subjectivities that reckon with and counter the dominant logics of white time.
Background
Between 2013 and 2017, I taught undergraduates at the University of Illinois who were becoming licensed visual art teachers. In one lesson, I tried to provide students a critical orientation to the "Wire Dream Catcher" lesson plan offered on the Dick Blick website (Dick Blick, n.d.). The Dick Blick lesson plan provides teachers instructions and a shopping list to introduce their students to the Ojibwe cultural artifact. Given the context at this university, faculty in the program thought it was imperative that visual art teachers interrogate how Indigenous cultural artifacts might be taught in problematic ways in traditional multicultural art education classrooms.[endnoteRef:1] [1:  This approach is consistent with the “NAEA Position Statement on Use of Imagery, Cultural Appropriation and Socially Just Practices” (National Art Education Association, 2017).] 

I wanted to show my students how the wire dream catcher might be represented as an anthropological object that belongs to the past. This representation in art classrooms and museums can be damaging because they represent Indigenous people as frozen in history, without any claim on the present for the ongoing violation of their sovereignty, and without any agential claim on the future (Ballengee-Morris, 2008, p. 31).
With my lesson, I wanted these future art teachers to engage critically with the politics of representation within the ideological context of settler colonialism. This approach is situated within a critical and social reconstructionist approach to multicultural education (Acuff, 2015; Ballengee-Morris & Stuhr, 2001). This tradition attempts to counter curriculum and pedagogy that “re-inscribe(s) oppressive systems” by engaging critically with “the cultural frames of reference of… students” and “the society that constructs… students’ realities” (Acuff, 2015, p. 38). In my critical examination of the wire dream catcher, I wanted to focus particular attention on how teaching this artifact has the potential to re-inscribe the oppressive system of settler colonialism through assuming a particular temporal logic as the cultural frame of reference.
Like me, most of my students in my classroom at Illinois were identifiable as white settlers. We were also members of a university culture that, for the most part, refused at the time to distance itself from the pageantry and imagery of "Chief Illiniwek," a white-imagined and racist caricature of a Native American chief. Some students in my classroom joined others on campus in wearing Chief Illiniwek gear and “played Indian” by performing gestures and singing songs at campus events, particularly sporting events. Michael Taylor (2015) argued that mascots such as Chief Illiniwek are “imperial images” that connect “the past to the present when they are shown for public display and consumption” (p. 120). In addition to representing Indigenous people as what Sylvia Wynter (2003) called, the "timeless ethnographic Other" (p. 267), these mascots also animate historical subjectivities in the present. One animated spectator includes the white male settler who is valorized for his ongoing conquering of the West and his taming of history (Taylor, 2015, p. 120).
As such, the embodied performance and spectatorial relation found in racialized mascots is an example of the possessive logic that Maile Arvin (2019) argued is at the heart of whiteness’s relation to Indigenous subjectivity. Arvin preferred the concept of possession to Patrick Wolfe’s (2006) “logic of elimination” (p. 387) as the defining ideology of settler colonialism. For Arvin (2019), possession expresses the “permanent partial state of the Indigenous subject being inhabited (being known and produced) by a settler society” (p. 16). As the mascot illustrates, visual culture can bring into being this possessive logic of whiteness; it summons and names people as white settlers invested in this inhabitation. 
Engaging with Indigenous aesthetics and cultures in visual art classrooms in culturally relevant ways can challenge the possessive logic of whiteness (see Ballengee-Morris & Staikidis, 2017). In this paper, however, I want to engage more broadly with how art education might reckon with the making of temporal subjectivities through its curriculum, pedagogy, and scholarship. This paper is motivated by some of the uneasiness I now feel in retrospect towards the critical orientation that I adopted in the lesson plan outlined above. 
This lesson plan was designed in part to reveal and expose what Charles Mills (2014) called the “white temporal imaginary” (p. 29). For Mills, white time has been key to the ways in which whiteness has produced racial taxonomies of difference, thus rationalizing its subjugation of racialized groups through time. Mills (2020) traced the history of Western European Enlightenment thought to show how various thinkers—Hobbes, Locke, Hume, Voltaire, Kant, Mill, and Hegel—each in their own ways, represented Black, Indigenous, and Asian people as if they were behind in history, locked in a state of prehistorical time, or belonging altogether to an ontological condition outside the conditions of human history. According to Mills (2014), Hobbes represented Native Americans as those who were “incapable of leaving the state of nature and initiating the temporal transition to society and historical time”, while Locke noted Native Americans failed to obey the divine imperative to work nature in the creation of property and investment in future value (2014, p. 308). Within this ideological context, the white settler state, Mills (2014) argued, set the chronometer of history at zero in spaces it imagined as the frontier, to “signal that before its arrival, no history has taken place” (p. 31). 
Setting the chronometer of history at zero is fundamental to the pedagogic formation of white subjectivities at the heart of various colonial and neo-colonial projects. Through starting history at zero in particular locations, the racialized colonial is always deemed to be catching up to the modern world. This temporal mapping puts in motion a cruel promise: when becoming a modern subject is established as the teleological aim of white time, becoming a modern subject will always be deferred for those whose ascribed starting point is behind that of white subjects.[endnoteRef:2] This time mapping produces white subjectivities who are always more advanced and therefore entitled to discover, conquer, occupy, traffic, civilize, develop, liberalize, and so on. [2:  I am indebted here to Mimi Thi Nguyen (2012), who discussed the “gift of freedom” (p. 4), which was ostensibly offered by the United States to refugees from the Vietnam War. For Nguyen, this gift of freedom is always deferred as refugees are never accepted as modern subjects who are entitled to same liberal rights as white Americans.] 

As a white settler myself, the problem with teaching this orientation to white time is that it risks repositioning me as one who occupies a universal and timeless position. It appears as if I am stepping off the timeline of history, so to speak, and reading it from a critical distance that does not belong to time. In attending to the performativity of knowledge, or what knowledge does for the one doing the knowing (Sedgwick, 2003, p. 124), exposing white time as a white settler risks reinforcing the temporal logic of white time.[endnoteRef:3]  [3:  This observation resonates with longstanding debates in critical pedagogy. See, for example, Elizabeth Ellsworth’s (1989) own reflection on the contradictions inherent in becoming a critical pedagogue.] 

An alternative scholarly approach is to theorize and teach performatively in a way that animates subjectivities that neither ignore nor are beholden to the logic of white time. Such a pedagogic approach draws upon the intersection of cultural studies and critical pedagogy that seeks to teach dialogically in a way that is open to alternative temporal arrangements (Roman, 2015; Giroux & Shannon, 1997). Leslie Roman (2015) argued that such an approach has the potential to bring forth a “critical-mindedness,” that “hails or calls a public or counter-public into being through the affective, the rational, and sometimes, the ineffable, circuiting at once through hearts, heads, spirits, and bodies” (p. 221). Indeed, one of the foundational arguments for visual art education is that engagements with art and visual culture have the potential to hail such a counter-public into being precisely because aesthetic encounters are not limited to the rational discovery of meaning. Such encounters can produce affective and unpredictable life moves that exceed or extend us beyond who we already are.[endnoteRef:4] [4:  My thought here is shaped by Henry Giroux and Patrick Shannon’s (1997) discussion of Jacques Derrida’s “performative interpretation” ( p. 7) as well as Dónal O’Donoghue’s (2019) discussion of the “pedagogic potential of artworks”(p. 1), and Mathew Ishwerwood’s (2020) theorisation of queer aesthetic sensibilities. ] 

With this orientation to performative pedagogy in mind, I begin this paper by theorizing whiteness before reviewing and discussing recent scholarly debates on this topic in art education. I observe, among other things, that the temporality of whiteness warrants greater attention in our field. I then discuss how white time can be useful in making sense of various art and art education traditions, including expressionism and modernism. I then delve more deeply into my contradictory position as a white scholar teaching white time. I then turn to the core analysis of this paper in which I engage with the visual art education archive, including our published scholarship, curricular resources, pedagogical approaches, and artworks and performances discussed by scholars in our field. This analysis seeks to understand how we might summon counter-publics through engagements with art and visual culture that reckon with and provide alternatives to white time.

Whiteness and White Time in Art Education
Art education scholars have turned their critical attention to whiteness, addressing what Wanda Knight (2006) called "perhaps the foremost unmarked and thus unexamined category in art education" (p. 323). Numerous chapters in The Palgrave Handbook of Race and the Arts in Education focus on whiteness (Kraehe, Gaztámbide-Fernández et al., 2018), and the overwhelming response to a call from the editors of the Journal of Cultural Research in Art Education, which led to the publication of three volumes (Acuff, 2019a, 2019b, 2019c). This scholarly conversation has deepened our understanding of how whiteness operates as a system of racial domination in our field.
In this paper, I draw on critical race theory to frame whiteness as property that has been protected in American law since the country's founding (Harris, 1993). George Lipsitz (2006) argued that people invest in this system of racial domination, intentionally or not, because it yields profitable returns to them, and those returns might be social, financial, libidinal, and/or existential. As a profit-yielding possession, whiteness interlocks with other systems of domination. It is capitalist in its ethic of possession and property (Roediger, 2007). It is patriarchal and heteronormative in its need to protect and control biological reproduction (Weinbaum, 2019). And it is imperialist and colonising based on its presumptive natural right to be everywhere, which is what Shannon Sullivan (2006) called "white ontological expansiveness" (p. 195). Whiteness presumes that it possesses the natural right to occupy and claim non-white spaces whether those spaces might be geographic, cultural, psychological, or linguistic.
Rubén Gaztambide-Fernández, Amelia Kraehe, and Stephen B. Carpenter II (2018) have asserted that not only is whiteness a possession, but also, the arts are the property of whiteness. They argued that the arts are white property
not only because it was white Europeans who invented the concept but also because the terms by which any symbolic practice or creative object come to be understood under the category of "the arts" are themselves set by discourses and ideologies that are similarly intended to demarcate, and thus to protect, the property value of whiteness. (p. 17)
Indeed, the arts as white property appears to require no discussion or critical examination. According to Chuh (2019), this is what Gramsci might have termed common sense, and common sense is formed in part through the historical formation of white subjectivities who are presumed to possess the unique capacity to judge aesthetic encounters as beautiful or sublime.
Art education scholars have examined the visuality and invisibility of whiteness as an ostensibly colorless norm (Knight, 2006), as an embodied style (Lewis, 2018), and as a system of racial domination that requires counter-visual pedagogies (Herman, Jr. & Kraehe, 2018). Sharlene Khan and Fouad Asfour (2018) focused on white visuality and white linguistics in the field of South African art criticism, which together privilege a "Eurocentric universalized epistemology that simultaneously draws its legitimacy from white speech acts at the same time that it invisibilizes the white speaking/writing body" (p. 191). Sara Travis (2019) also illuminated the intersections between whiteness and the visual and spatial politics of a contemporary art center in New Orleans, showing how space privileges the formation of artist identities amongst white teenagers at the exclusion of young people of color. 
The temporality of whiteness appears to warrant more attention in this scholarly debate. Neither time nor temporality are featured in the titles and indices of The Palgrave Handbook on Race and the Arts in Education (Kraehe, Gaztámbide-Fernández et al., 2018), nor are they featured in the titles of the three volume collection on whiteness in The Journal of Cultural Research in Art Education (Acuff, 2019a, 2019b, 2019c). 
White time is useful in thinking about how fine art discourses are pedagogic in the formation of various white subjectivities. For example, the conception of the self-taught child artist is entangled in the late nineteenth century discourse of recapitulation theory, which maintained that white children deserved the privilege to play because they possessed the inner capacity to grow into sophisticated adults in the same way that white people had naturally produced civilization (i.e., ontogeny recapitulates phylogeny) (Fallace, 2015, 2012). The twentieth century modern white male artist's obsession with the "primitive" was in part formed through disillusionment with white civilization after its world wars (DeSouza, 2018, pp. 265–282). And, the presumed cultural superiority of whiteness has been secured in part through the subjectivity of the white aesthete, who is presumed to be advanced in part through his appreciation of history’s ostensibly greatest cultural achievements.
Nonetheless, as a white male author, exposing for you, the reader, knowledge that you already know—that visual art education is not immune from the ways in which the symbolic and epistemic power of whiteness is secured through naturalising white time—has curious temporal effects for me. It repositions me as atemporal with privileged access to absolutist knowledge, and/or as a cynical person with "enlightened false consciousness" (Sloterdijk, as cited in Sedgwick, 2003, p. 141). Put otherwise, I become the white guy who shows that I have not been duped by how whiteness cloaks its evil temporal ways. In this sense, unveiling the scandal of white time in art education marks another possessive investment in whiteness. That is to say, this paper becomes a vehicle for me to cash in on the value of whiteness by occupying various white subjectivities: professionally as an enlightened white scholar, socially as a woke white guy, libidinally through the pleasure of representing myself as not one of the bad whites, and so on.
One solution to this problem—and this solution is not merely limited to white scholars such as myself—is to move beyond exposing or revealing white time in art education. The aim here is to think through how and why engagement with art and visual culture might summon subjectivities that are not possessed by white time. 
With this aim in mind, I set out to read the visual art education archive with an openness to how other scholars have reckoned with, and sought alternatives to, white time in their teaching and scholarship. I started by searching for “time” and “temporality” in various art education journal databases and selected papers that had what Joni Acuff (2015) might describe as a “transformative pulse” (p. 41). These papers were not only concerned with unmasking and interrogating systemic power and privilege, they also were deriving pleasure from seeking embodied alternatives. While these papers did not necessarily foreground temporality as an analytic, I chose to read these papers with that analytic in mind.
Countering White Time in Art Education
Historians of art education have reckoned with white time through challenging the constructed silences in our archives. For two decades, scholars have been redressing how our historiography has disavowed pasts that did not conform to racial and colonial conceptions of art, modernity, and progress (P. Bolin, Blandy, & Congdon, 2000; Bolin & Kantawala, 2016, 2017). Sharif Bey (2017), for example, has provided a historical account of Augusta Savage, a sculptor, activist, educator, and Black woman. The field of community-based art education is conceivable because of her pioneering efforts teaching children's art classes in her basement studio and later at the Harlem Community Art Center during the 1920s and 1930s. In another example, Felix Rodriguez (2018) redressed the exclusion of testimonial and therapeutic drawings made by Maya Tz'utujil children who experienced racism, genocide, and economic exploitation amidst a decades-long internal Guatemalan war against Mayan communities that was exacerbated by American imperialist intervention. 
Through rewriting this history, some art education scholars have at least implicitly turned to a spectral rather than a linear temporality. A spectral temporality highlights what Christina Sharpe called the “presentness of the past” (2016, p. 62). For example, in her historical analysis of the Robert E. Lee Monument in Richmond, Virginia, Melanie Buffington (2013) theorized how the monument has been haunted by a century-long conflict over racial ownership of local history. Buffington (2013) examined how this monument negates slavery through teaching the "Lost Cause"[endnoteRef:5] narrative of the Civil War, thus preserving the anti-Black epistemic foundation of slavery through heroizing the key figure who fought to defend it. [5:  Buffington (2013) defined the Lost Cause narrative: "... the Lost Cause narrative holds that the enslaved people were relatively content with their situation as slaves, and that the South acted in a heroic manner fighting against northern aggression" (p. 301).] 

Key to this new historiography in art education has been acknowledging the situated standpoints of historians. Historiography bound by white time presumes that (often white) historians can make an empathic leap into the Other and that the Other should be indexed against the norms and conventions of whiteness. Mary Ann Stankiewicz (2013) acknowledged her own privileges as a white historian interpreting the career of art educationalist Frances Euphemia Thompson, an African American woman who was key in shaping art education for rural African American children in Tennessee during the mid-twentieth century.[endnoteRef:6] Also starting with her standpoint, Leslie C. Sotomayor (2019) drew upon Chicana feminist theory to interweave testimonio that uncovers the silences and erasures in her own past and those of Mexican ceramicist Josefina Aguilar. She rewrote her own history and the history of Aguilar to "resist the single narrative of the male-Eurocentric-Western mode of analysis" (Sotomayor, 2019, p. 138). [6:  This perspectival approach is necessary but requires a nuanced approach. It is possible, for example, for a white person to use the prior erased historical figure to reflect on their privilege rather than dismantling the various epistemic and ontological investments of whiteness in art education. This "circularity of white reflexivity," as I have called it, risks reproducing the fungibility of, in this example, blackness {Denmead, 2019, p. 5}.] 

The notion of resisting the single narrative extends to decolonising curriculum and pedagogy in visual art settings. Andrew Gayed and Siobhan Angus (2018) questioned how the traditional survey course of photography taught to university undergraduates both constructs Western Europe as the birthplace of modernity and actively excludes non-Western histories. They challenged the canonised timeline of photographic history beginning in France and England in 1839 by pointing to various possible origin stories for photography, including the study of light in 5th century B.C. China, 6th century Greece, and 10th century Iraq (Gayed & Angus, 2018, p. 235). These different starting points, Gayed and Angus (2018) argued, demonstrate "the impossibility of one linear history of photography" (p. 236). 
Christine Ballengee-Morris (2010) and Sharif Bey (2012) examined the palimpsestic quality of public sites for their pedagogic potential to, as Bey (2012) put it, "weave narratives and reap lost histories" (p. 109). Ballengee-Morris (2010), for example, confronted the use of sacred Native American earthworks in Newark, Ohio by the Moundbuilders Country Club. She includes troubling images of golf carts parked on the ceremonial site, as well as images from a 2008 art exhibition that contested this usage. In its telling, the country club established its right to play golf there through a linear history that locates the people who built the mounds in a prehistorical past. For example, in one of its newsletters, the Moundbuilder Country Club (n.d.) stated that nothing indicates that the moundbuilders had a written language (p. 4). Here, the country club’s vocabulary sets the chronometer of the moundbuilders at zero.
By contrast, Ballengee-Morris (2010) contended that decolonisation in a settler colonial context must necessarily affirm Indigenous ways of being, which necessarily includes a non-linear historical connection to land and ancestors (p. 279). She quoted Sonya Atalay, an Ojibwe descendent and archaeologist, who stated, "These sites remind us all of that connection—that time is not linear, the past is always with us. In caring for the past, we care for ourselves and future generations" (Atalay, as cited in Ballengee-Morris, 2010, p. 279). Here, the earthworks are not represented as archaeological sites of the past, but rather as living and moving sites for ceremony, prayer, and ancestral connection that are situated in “parallel time” (Ballengee-Morris, 2008, p. 31). Here, “the past and future are in the present; therefore the items, the histories, and traditions are constant but at the same time in process” (Ballengee-Morris, 2008, p. 31).
In a related paper, Sharif Bey (2012) engaged with the public memorialization of victims of violence in the neighborhood of his childhood, a predominantly African American quarter in Pittsburgh. Studying public graffiti and murals between 1993 and 1997, Bey (2012) took particular note of the temporality of this visual culture within the context of an urban neighborhood that experienced a long period of population decline and a concomitant rise in gang violence. This pattern was widespread in American cities across the Rust Belt, a pattern that was arguably manufactured through anti-Black racism and conservative austerity that privileged suburban white property (Hackworth, 2019). For Bey (2012), perhaps no other visual signifier than graffiti "speaks more forcefully to this community's recent history" (p. 97).
As he studied these graffiti tags and public murals, Bey (2012) acknowledged the curious and tragic afterlife of the victims of violence through this visual culture. Their lives appeared to gain newfound significance in death as they were memorialized with a tag or a mural. And Bey (2012) observed how, "over time, these names and memorializing sentiments peeled away and faded, but were covered by the names of new victims" (p. 97). Through this visual analysis, Bey (2012) demonstrated how this palimpsestic visual culture records recent history and captures its heightened emotional experience. The tags and memorials reflect the desire of people in his childhood neighborhood to communicate the significance of Black life and the power of its loss. And yet, the repetition of the visual culture in its layers captures the absurd and endless repetition of anti-Blackness that produces the conditions through which this violence endures. Bey (2012) argued that students can engage with this visual culture to critically examine neighborhood events of the past, considering "intimate connections to its past and present circumstances" (p. 109).
Matthew Isherwood's (2020) queer reading of an artwork made out of clocks is also generative in our understanding how art education scholars desire alternative temporalities that are not beholden to the heteronormativity of whiteness. Isherwood (2020) reads contemporary art to understand what a queer aesthetic sensibility might entail. Isherwood engages with how queer aesthetic sensations may not be linear in their temporality because queerness comes into being through "self-made kinship, chosen lineages, utopic futurity, exilic commitment, and rage at institutions that police the borders of the normal" (Getsy as cited in Isherwood, 2020, p. 231). 
To illustrate, Isherwood (2020) chose the 1991 artwork by Felix González-Torres, entitled "Untitled" (Perfect Lovers), in which two identical, battery-powered clocks, initially set to the same time, hang immediately adjacent to each other. The artwork demands the acknowledgement that the clocks will desynchronize, that one will stop before the other. Yet, González-Torres allows for the clocks to be resynchronized and repowered with new batteries. It is important to note that the artist made the work when his partner was diagnosed with AIDS, after a decade of delayed policy response to the disease due to its stigmatised association with gay men. 
Through the temporal mechanics of this artwork, both its impending desynchronization and the possibility of resynchronization, the artwork seems to represent both a fated acceptance and utopic supercession of his lover's death. In this vein, Isherwood (2020) argued that the artwork
reaches out beyond the affective force of the present, suggesting the power of relationships built on stranger ties than those of matrimony, reproduction and social acceptability. It describes a queer time and place where the clocks might tick to the beat of different temporal rhythms. (p. 236)
Isherwood's (2020) analysis invites visual art educators to consider how the field's cultivation of aesthetic sensibility, or "educated sensation,"  allows participants to engage with lived experiences of time that are not bound by heteronormative life stages, such as matrimony and child-rearing (Berleant as cited in Isherwood, 2020, p. 231). These heteronormative life stages are key to the chronopolitics of whiteness because its future depends upon policing, regulating, and normalizing reproductive practices.
Concluding Reflection
Through this analysis of visual art education scholarship, I have presented  how visual art education scholars can, and have, summoned counter-publics through engagements with art and visual culture that counter the logics of white time. In these examples, visual art educators embraced temporalities that resist single narratives; present spectral readings of time that apprehend the presentness of the past; acknowledge the palimpsestic nature of space with the passing of time; live with ancestors in the present; sometimes choose, rather than inherit, ancestral lineages; and reach out beyond the affective force of the present. These temporalities differ from the temporality I adopted in teaching the dream catcher, a temporality that Black feminist scholar Christina Sharpe (2016) might have called “monumental time” (p. 62), which speaks more triumphantly and rationally in “the language of injustice, suffering, tragedy, inspiration, and transcendence” (p. 62). 
These counter temporalities presented here are something more akin to what Sharpe (2016) called “ship time” (p. 62), where “the past is not past” but a “past that is with us still” (p. 62). Similarly, Kandice Chuh (2019) might have referred to these temporalities as instances of “crumpled time”(p. 20), in which scholars reckon with “conquest and colonialism, racism, and cis-heteropatriarchy, upon which bourgeois liberalism is not only founded but also continues to operate” (p. 20). These temporalities are not pedagogically summoning subjectivities that stand at a temporal distance, rationally explaining the workings of power or establishing chains of causality so that the past can be forgiven and put behind us. Instead, these temporalities move us towards new possibilities for life amidst pasts that still haunt us and yet still give us hope, like, as Maile Arvin (2019) put it, “the plants that gradually return to a charred landscape after a volcanic flow” (pp. 20–21). Indeed, Arvin’s (2019) Indigenous feminist analytic of regenerative refusal is not preoccupied with transcendence or teleological arrival, but is uneventful in its everydayness, reorientated to “Indigenous time, focused on embodied daily practices, incremental steps, and the nurturing of life” (p. 20). 
Each of these analytics—ship time, crumpled time, regenerative refusal—resonate with examples that I have selected from the visual art education archive. Together, this analysis shows how visual art education can embrace performative pedagogies through different temporal registers, calling forth subjectivities that both reckon with the expansive and flattening linear grip of white time and find pleasure and possibility in exceeding the myth of the temporally advanced white subject.
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