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My methodology itself is closest to the practice of DJing, which provides a flexible guide to my varied topology: 
DJs mix multiple records by using various constituent elements of rhythm, timbre, texture, and overall sonic 
experience. In essence, I ask what happens when you put a mixer and cross-fader between multiple diverse 
musics, or between cultural or interdisciplinary realities? While it might seem that interdisciplinary studies are a 
current move away from the poetic; in actuality, interdisciplinary by its very definition requires an analysis or 
methodology that aligns with poetic praxis. This is because the interdisciplinary requires an inherent 
understanding of the canonical as well as the modes of interrogating it. Interdisciplinary approaches require the 
double mastery that Stathis Gourgouris explicates as a gesturing towards poïesis. He says that, “As transformation, 
[interdisciplinary] work is quintessentially poetic. It is a gesture of poiein, by which I mean not merely the art of 
making but the art of forming (thereby, in the domain of history, transforming)” (225).1 When the various poets 
and larger historical imperatives I teach are read together we can envision a diverse map that charts an ever-
widening gyre of intellectual influence, conversation, exchange, riffing, debate, and reciprocity, bolstering 
Kenneth Burke’s useful declaration that a critic’s “methodology should be formed, at every turn, by reference to 
the ‘collective revelation’ of accumulated critical lore” (68).2 Drawing from the “collective revelation,” I enact a 
pedagogy vis-à-vis a critical lore that is open to constant variation, paying homage to an archive of texts, writers 
and critics who have come before me. 
 
However, this archive is not stagnant; rather (in relation to DJ “versioning”), anyone can remix, remake, reshape, 
and re-edit a piece of recorded history, creating his or her own mix. Therefore, there is a libratory constituent to 
this pedagogy that tells readers, students, professors, poets, and others alike that theory can be about 
conversation rather than closed “authoritative” opinion. Early hip-hop DJs and oppressed youth did just that 
when they repurposed the turntable to create an art form to express the creative possibilities of liberation 
through art. We find resonance with the do-it-yourself dialogic mentality of urban youth in the work of Paulo 
Freire. Freire was a Brazilian philosopher, perpetual educator, and a significant theorist of critical pedagogy, most 
known for his seminal work, Pedagogy of the Oppressed. Freire remained an ardent advocate for the dialogical 
process of pedagogy, believing that students should have an equal opportunity to express their opinions with 
their peers and instructors. Rather than be beneficiaries of curricular knowledge, students and the oppressed can 
become co-performers—improvisers—of putting knowledge and theory into praxis.  
 
As both a critical pedagogue and a creative artist, I am interested in avowing creative pedagogies that work within 
and challenge more traditional institutional settings and epistemologies. I hope to instil this ongoing sense of 
learning in my students so that they see my class not as an end point or a yardstick, but as an opportunity for 
personal and collective growth. Improvisation is important to keeping my pedagogy fluent, mobile, and 
disciplined. Improvisation does not mean the throwing away of discipline, especially if we follow musician and 
improviser Sun Ra’s consistent reminder that “there is discipline in freedom, and freedom in discipline” (qtd. in 
Wallace 147).3 Alternatively, we could allow our discipline to be dialogically inflected with a variety of other 
disciplines, thereby producing a pedagogy that is not monologically defined by critical parameters and 
disciplinary borders. Given its many different social and institutional contexts, improvisation can arguably 
function as anti-theory: it can challenge theories that claim absolute certainty. As Sander Gilman remarks in 
Fortunes of the Humanities, humanities research and teaching have for too long functioned on the faulty assumption 
that knowledge is a rigid, unchanging, and permanent commodity (36).4 Improvisational pedagogy is important 
because it opens up new spaces of dialogue, social mobility, and opportunities for retooling the basic approaches 
to understanding how we learn. In the end I hope my students will feel empowered to profess their own ideas 
like a professor: it does mean after all, “To declare openly.” 
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