
Robi Kroflič 

THE PEDAGOGICAL IMPORTANCE OF STORIES AND NARRATIVE 

KNOWLEDGE (draft version) 

  

ABSTRACT 

The principal aim of this article is to emphasise the unique role played by art in the process of 

learning, particularly through stories as channels for narrative knowledge. The author begins 

with an overview of studies on the importance of art in education and that deal specifically with 

the distinct importance of narrative knowledge, multiple intelligences and languages, the 

development of creativity, the concept of embodied knowledge, and subjectification. The central 

part of the article focuses on the ontological and pedagogical value of stories and narrative 

knowledge, highlighting their motivational and epistemological relevance, their role in identity 

formation and establishing existential meaning, openness and the ethical dimension of accepting 

otherness, the political dimension of education as a process of subjectification, and the 

importance of stories as a therapeutic way of dealing with personal and social traumas. The 

conclusion stresses the importance of stories in education both as an illustration of deductive 

knowledge and as a unique form of fostering inductive/experiential knowledge, the latter being 

sadly neglected in schools today. 
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What remains of actions in the world are not the impulses that drive them, but the stories 

that they produce (Arendt 1996, p. 191).
2
  

  

Many international papers (Gifts of the Muse 2004; Bamford 2006; UNESCO Road Map for Arts 

Education 2006; UNESCO Seoul Agenda 2010; OECD Art for Art’s Sake 2013; International 

Yearbook for Research in Arts Education 2013) support Jerome Bruner’s (2002) thesis that 

narrative knowledge acquired through art is as important for the development of human culture 

and civilisation as learning mathematical laws and scientific facts. This does not merely concern 

the idea that a general education should encompass greater awareness of the importance cultural 

achievements have for the development of civilisation, but also that the language of art is 

characterised by a different form of knowledge, which cannot be acquired as effectively in the 

same ways we acquire knowledge from scientific and technical fields. To express the idea in 

more ‘pedagogical’ terms, teaching through artistic experience activates structurally different 

kinds of learning, experience, and thought. These are indispensable both for the pupil’s personal 

development, as well as for the development of a more creative teaching culture in schools as 

institutions. 

  

Since pupils can only undergo and enjoy a truly artistic experience with an artist, rather than by 

having the meaning of art explained to them by a teacher, there have recently appeared— 

alongside the standing appeals for more cultural and artistic content in school curriculums—an 

increasing number of initiatives for pupils to attend artistic events and meet contemporary artists 

within the curriculum. These include The Cultural Rucksack project in Norway (Holdhus and 

Espeland 2013), the Artists in Creative Education initiative in Great Britain (Artists in Creative 

Education—Unlocking Children’s Creativity—A Practical Guide for Artists), and the Teaching 

Artists Research Project in the United States (Rabkin et al. 2011), to mention some of the more 

prominent examples. 

  

It is necessary for the development of cultural and arts education guidelines to come to a deeper 

understanding and clearer definition of the following: how a child's development and potential is 

affected by art; the conditions in which quality art projects can be introduced into the educational 

system; the relationship between various educational approaches and the possibility of 

incorporating artistic practices into them; and the curricular prerequisites for introducing artistic 
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practices into kindergartens and schools. The goal of this article is to explore the unique and 

irreplaceable role played by art in every single person’s learning experience, particularly through 

stories as a channel for narrative knowledge. 

 

The importance of arts education 

  

In the last five decades, we have seen a marked increase in interest in art as a medium of 

education. Among theoretical concepts supporting the idea of art's special pedagogical 

importance, it is worth highlighting the discovery of multiple intelligences (Gardner 1995) and 

the awareness that the languages of art establish various mediums for learning about reality and 

oneself, as well as for sharing your knowledge of the world with others by using various 

communication tools or languages (Malaguzzi 1998). Both Gardner and Malaguzzi promote the 

idea that we use various cognitive structures or ‘languages’ in our understanding, which is why it 

simply is not appropriate to give priority to so-called paradigmatic knowledge, learning about 

phenomena as they are, over other forms of knowledge that try to evaluate phenomena and gain 

deeper insights into the meanings they hold and the roles they play in our lives. As Bruner (2002) 

writes, narrative knowledge should expand on predominantly scientifically positivist, 

paradigmatic knowledge. If the latter answers the questions of ‘when’ and ‘how’, then narratives 

are a response to the ‘why’, and are answers to questions about the meaning behind a certain 

phenomenon or activity. Even when we are discussing the meaning of a certain scientific fact or 

philosophical concept, we must rely on the narrative form. 

  

The next big step in increasing awareness of the pedagogical meaning of art can be seen in the 

clarion call for schools to introduce more activities that encourage creativity. In his celebrated 

TED Talk, Do Schools Kill Creativity?, Ken Robinson (2006) puts forward the idea that rather 

than strengthening a child’s creative potential, schools actually stifle creativity. The same idea is 

expressed in Erwin Wagenhofer's documentary Alphabet (2013). They both attracted a lot of 

media attention, and despite a considerable degree of exaggeration, they both reflect a clearly 

present need to introduce creativity and the open quality of the artistic experience into pedagogy, 

not only in terms of teaching with the help of art, but in other areas of teaching as well (Pringle 

2009). 

  

The third idea, which is now also supported by new discoveries in cognitive science, is that of 

embodied knowledge. It is based on Merleau-Ponty’s (2012) thesis that a person establishes 

themselves as a knowing subject through their interactions with the world, where the key role is 

played by the bodily mechanisms of sensory processing and motor control that provide 

information for cognitive processing (Wilson and Foglia 2015). Consequently, the body does not 

present an obstacle to learning about reality and physical activity, but, in fact, contributes 

additional depth to our understanding in terms of how we perceive and experience the world. The 

pure mind as the ideal of Enlightenment epistemology is thus making way for embodied 



knowledge, which is highly developed in many artistic practices, for example, dance, physical 

theatre, performance art, and so on. 

 

Because the possibility of introducing artistic activities into general education systems relates to 

our fundamental understanding of the meaning of education, the field of general education theory 

also offers some important conceptual insights into this topic. Ranciere comes close to 

Malaguzzi’s thesis on a child’s hundred languages and the rich child with his principle of the 

teacher's and pupil's equal intelligences, which he developed in the renowned work, The Ignorant 

Schoolmaster: Five Lessons in Intellectual Emancipation (1991), and later incorporated into his 

work on contemporary performing arts in The Emancipated Spectator (2010). His main thesis 

was that classical pedagogy had declared the pupil to be incapable of independently acquiring 

knowledge and comprehension that would ‘empower’ or ‘liberate’ him or her. He substituted this 

notion with the idea of a child who is capable of independently acquiring knowledge, just as the 

spectator can see a personally relevant message in a work of art, of course on the condition that 

the child is recognised as a capable being and encouraged to discover and explore meaning 

independently. For the pupil, this creates a new space through which to enter reality—whether of 

school, art, or society—and makes their process of subjectification possible (Kroflič 2014).  

 

This concept was most clearly developed in the work of Gert Biesta. In his opinion, the process 

of upbringing and education must be devoted to three groups of goals: qualification, 

socialisation, and subjectification. The first set of goals calls attention to the importance of 

acquiring canonical knowledge, and the second, to the development of an individual’s identity in 

terms of accepting the social code of values and rules. Finally, the goals of subjectification 

foreground our commitment to enable the child to enter life as a subject, that is, as the agent of 

their own decisions and creation of meaning. In other words, the child becomes a unique person 

who can actively enter social reality. For this reason, Biesta’s subjectification can also be called 

personalisation. Naturally, pedagogy has already acknowledged the problems stemming from 

simply equating the concept of socialisation and upbringing, and has introduced terms, such as 

individualisation and humanisation (Medveš 2008), to describe the development of the 

individual, the subjective component of one's personality. However, pedagogical attempts to 

develop a person’s subjectivity were understood first and foremost as processes of teaching and 

learning, which would prepare or empower the individual to later become an active social being. 

Biesta (2010, 2014) supplements this with the idea that in fostering subjectivity, we should 

already be focusing on encouraging active participation in the world and independent creation of 

meaning during the process of education. Also, because it is much easier to acknowledge a 

child’s subjectivity as a consumer or even creator of artwork than it is in terms of scientific 

(paradigmatic) knowledge acquisition, it is the artistic experience that emerges as one of the 

most suitable activities of subjectification, emphasising the importance of personal (peak) 

experience and interpretation of art and expression with artistic means. 

 

  



The general importance of art in pedagogy 

  

Throughout the history of documented thought, art has always held an important place in 

pedagogical theory. In antiquity and scholasticism, it constituted an integral part of general 

education (paideia and the seven liberal arts). Starting with the Enlightenment, when four 

pedagogical paradigms were established within the framework of pedagogy as a science (Medveš 

2015), art was most prominently featured in geisteswissenschaftliche or humanistic pedagogy, 

which defines education as facilitating a child’s or adolescent’s entry into a culture through the 

medium of suitable cultural content encompassing both the fields of science and art. It is worth 

mentioning that this cultural content should be conveyed to the pupil as an authentic experience 

and in an ‘artistic’ manner. This is because it is precisely through a felt delivery and 

communication of the teacher’s and/or artist's vision or artwork that introduces and brings the 

child/adolescent into the world of culture. Critical pedagogy attributes special emancipatory 

potential to art, which can be found in the possibility of raising pupils’ awareness about social 

repression, and consequently, empowers them to critically confront unjust social conditions. 

Thus, stories in the form of testimony become a way to mirror its social position back to a 

repressed public. An example of this is Augusto Boal's (1993) theatre of the oppressed, a special 

method for raising awareness of repressive social situations by reliving and reflecting on one’s 

own experiences through art. In reform pedagogy (in the USA and Great Britain called 

progressive pedagogy), the idea of a child/adolescent as someone actively forging their own 

identity and gaining knowledge/experience is more prominently featured, and there is a keen 

interest in the child/adolescent’s own ways of thinking and communicating; furthermore, artistic 

modes of expression and play are recognised by many authors as central activities or languages 

children use to investigate and examine existential questions and deal with developmental 

anxiety. 

  

Among the main forms of pedagogical impact attributed to art, the relevance of which needs to 

be considered when establishing educational goals, the following require attentin: 

o the artistic experience has a dialogical structure; an intense relationship is formed between 

the artist, the work of art, and its consumer; both the creator and spectator/listener are 

actively and personally engaged in this relationship (Gifts of the Muse 2004; Kroflič 2007); 

o a work of art engages an entire spectre of sensory, intellectual, emotional, and motivational 

aspects of one's personality, and as such, it enables one to have personal, engaged, and 

experiential contact with the depicted content. In this way, it strengthens numerous 

personality attributes and dimensions that are important for prosociality, morality, and 

identity (Koopman 2005; Kroflič 2007); 

o since Aristotle, the defence of the intrinsic value of art has emphasised the following 

characteristics of art and artistic creation: the ability to enjoy beauty, the importance of 

mimetic depiction as a creative practice, and the importance of story/narration/peripeteia and 

catharsis. These arguments are later joined by the awareness of the importance of artistic 



imagination, sensitivity to a depicted theme, overcoming fears and stereotypes, 

emancipation, and personal fulfilment (Kroflič 2010, 2014). 

  

Because of these qualities, art has emerged as one of the most suitable mediums for children’s 

and adolescents’ identity, selfhood, and moral self-image development, and, at the same time, as 

an important cultural activity, which is why knowledge of art and its techniques and forms is part 

of general education, and for some, part of their vocational training. 

  

The ontological importance of stories 

  

The importance of stories was first highlighted in the European tradition by Aristotle and his 

concept of peripeteia (Aristotle 2005). A story, or mythos, is a form of representing reality and 

human action, which helps us gain insight into the truth of a depicted life story and the meaning 

that its agents create with their actions (Kroflič 2010). Etymologically, 'to narrate' derives not 

only from narrare ('telling'), but, at the same time, from gnarus ('knowing in some particular 

way') (Bruner 2002, p. 27). Telling a story is thus a specific form of praxis, which gives us 

insight into how to lead our lives, that is, to practical wisdom (phronesis). Two-and-a-half 

millennia after Aristotle’s Poetics, Bruner (ibid., pp. 4–5) poses a potent question for pedagogy 

in his lectures on story: why don't schools give the same emphasis to peripeteia that they do to 

the Pythagorean theorem? 

  

Many theories developed in the 20th century recognise the ontological, epistemological, ethical, 

political, and pedagogical importance of stories and narrative knowledge. Their authors—

Arendt, Ricoeur, MacIntyre, Nussbaum, Benjamin, and Kearney, to name only a few—all rely 

on Aristotle’s theory of the dramatic story as mimesis praxis, that is, a creative depiction of 

human action, which grants insight into the meaning of the represented event. In Vita Activa (The 

Human Condition, 1996), Hannah Arendt writes: 

  

The manifestation of who someone is, is so indissolubly tied to the living flux of action 

and speech that it can be represented only by repeating or ‘recreating’ the original course 

of action, so only through imitation or mímesis. Although Aristotle considered mímesis to 

be the foundation of all art, he only found it in drâma (‘drama’ comes from one of the 

many Greek words for ‘to act’, drân, and precisely fits the ‘acting’ which we expect from 

the theatre) (Arendt 1996, pp. 195–196). 

  

MacIntyre, Ricoeur, and Kearney point out that stories are a way in which meaning is passed on 

to future generations within a certain cultural tradition (MacIntyre 1984), which comes from the 

realisation that our life, and consequently, our selfhood has the same structure as a story. Our life 

is therefore implicitly already a story (MacIntyre 1984; Kearney et al. 2004; Kearney 2016), one 

which becomes a richer source of knowledge if it is told. 

  



There are several reasons for this. Kearney claims that ‘the retelling of the past is an 

interweaving of past events with present readings of those events in the light of our continuing 

existential story’ (Kearney 2002, p. 46). In a story, we have the ability to gain insight into human 

life from the multiple perspectives of those involved in the depicted event: ‘Arendt speaks 

explicitly of a general standpoint that is achieved not by abstraction but by considered attention 

to particularity [...][,] evoking or telling yourself the multiple stories of a situation from the 

plurality of conflicting perspectives that constitute it’, and it is in this way that one ‘moves from 

experience to critical understanding’ (Disch 1993, p. 686). 

 

For Ricoeur, the essential dimension of an active human life is also to be found in confronting 

suffering. If a story is the mimesis of action, or people in action, we must be aware that this is 

often accompanied by suffering, which we can alleviate with the help of storytelling. In this way, 

mimesis is redefined as ‘re-creation’, catharsis as ‘release’, phronesis as ‘wisdom’, and finally, 

ethos as ‘an “ethics” concerned with a persisting “self-identity”, which perdures through a life of 

our memories, projects and presence in the world’ (Kearney et al. 2004, p. 158). For this kind of 

redefinition, it is therefore important to emphasise the narrative component of grief, which 

makes it possible to deal with painful experiences. 

 

Although for her entire life Arendt was committed to presenting action (praxis) as the essence of 

human existence, she finds the most convincing tool for her interpretation in the narrative 

method: 

  

Action is the weaving of a web we did not create ourselves. The most original product of 

action is not the realization of intended goals and purposes, but the stories that are created 

when we follow certain goals, without intending to and that can first seem to be irrelevant 

by-products of our own actions. What remains of actions in the world are not the 

impulses that drive them, but the stories that they produce; they are the only things that 

can be recorded in documents and monuments, useful objects and artistic creations, 

committed to the memory of generations and given form in all manner of materials 

(Arendt 1996, pp. 191–192). 

 

Arendt, Ricoeur, and Kearney all find that the ontological reasons behind man’s deep connection 

to storytelling are based on the fact that as a finite being, man sees life as unpredictable, chaotic, 

and a source of suffering that needs to be processed, so we do not succumb to ‘a weariness of 

life’ (ibid., p. 201) or a melancholy repetition compulsion (Freud 1995). The unpredictability of 

the consequences of one’s actions manifests itself in the tension of the story, because of which 

‘we are so unerringly turned towards the future, even though we know all too well that the only 

certain ending is our own death. That as living beings we even persist in the face of death [...] 

probably has to do with the fact that we are constantly involved in some story that interests us 

and to which we do not know the ending’ (Arendt 1996, p. 201). A story thus enables us to 

discover a pattern in life, its meaning (Kearney 2016, p. 116), in order to be able to face the 



experience of chaos and confusion (Kearney et al. 2004), which provides us with ‘perspectives 

inaccessible to ordinary perception. It marks a poetic extrapolation of possible worlds’ (Kearney 

2002, p. 132). Arendt labels this characteristic of stories as the essence behind the active political 

role of theatre: 

  

The theatre is thus the political art par excellence; only here is the political sphere of 

human life transposed into art. At the same time, a play is the only type of art whose 

exclusive subject is man's relationship with the world (Arendt 1996, p. 196). 

  

Therefore, if we wish to ensure access to the meaning of a certain event, we can only do this by 

considering, as in a hermeneutic circle, the concrete and singular event within its historical 

context and with a general awareness of the meaning of past events (Kroflič 2015). The stories 

we tell help us gain narrative knowledge, including the ability to listen, enter a dialogue with the 

narrator, recognise the narrative basis of our own life story, imagine, identify with, and come to 

know the perspectives of the various participants, and to observe life in its past, present, and 

future dimensions. Furthermore, narrative knowledge helps us process traumatic experiences and 

feel cathartic relief, and finally, it cultivates practical wisdom as the ability to make decisions in 

unpredictable situations and to enter social reality with critical awareness. 

 

With these elements of narrative knowledge, stories help us see the truth of our own selves, and 

by listening, enter the stories of others. In doing this, they make it possible to create a common 

world that respects the right to preserve the plurality of individual life practices. 

 

The pedagogical importance of stories and narrative knowledge 

 

Stories make up an important part of human life. Occurring in all periods, locations, and cultures 

(Barthes 1977, p. 79), stories have many roles and are present in various mediums and activities. 

In On Stories (2016), Kearney mentions the various roles that stories have played in history in 

the form of myth, fiction, history, psychoanalysis, film, and fairy-tale. The key characteristics of 

stories are handing down cultural traditions, strengthening national and personal identities, 

facilitating deeper knowledge of oneself and others, healing through either written or spoken 

narration, helping to uncover hidden meaning, discovering new opportunities for action, and 

easing anxiety caused by the often unpredictable consequences of human action. From these, we 

can draw the arguments that illustrate narrative’s pedagogical value and support the use of 

narrative activities in the educational process, whether it be the use of testimony, reading a story, 

a dramatisation of a certain event, encouraging a child to describe their experience, or through 

symbolic play as a specific form of dramatising an imaginary event. 

 

The reasons why stories and narrative knowledge are so important in education can be broken 

down into the following arguments: 

o the motivational and epistemological importance of stories; 



o the importance of stories and narrative knowledge for forming one’s identity and existential 

meaning; 

o the importance of stories and narrative knowledge for an identity that is open towards others 

and the ethical dimension of accepting difference; 

o the importance of stories and narrative knowledge for the political dimension of upbringing 

and education as a process of subjectification; and 

o the importance of stories as a therapeutic way of dealing with personal and social traumas. 

  

The motivational and epistemological importance of stories 

  

The motivational and epistemological importance of stories in education draws from the insight 

into the intense experiential structure behind an artistic event: as the communication between an 

artist, a work of art, and a spectator/listener, it activates an entire spectre of sensory, intellectual, 

emotional, and motivational facets of personality (Gifts of the Muse 2004; Kroflič 2007). 

Additionally, incorporating plays and dramatic tools in the classroom widens the spectrum of 

languages, and of cognitive and experiential pathways that we have for perceiving our place in 

the world, for testing ideas, and for communicating with our environment (Gardner 1995; 

Malaguzzi 1998; Bruner 2002). The most unique aspect of dramatic expression is certainly the 

actors’ live performance of the action (Arendt 1996). This enables the actors to experience and 

explore various scenarios of possible actions and consequences, and makes it possible for the 

audience to see an event from different perspectives and through the exposition of a problem, as 

in dramatism (Burke 1969), another contemporary interpretation of Aristotle’s peripeteia. 

Finally, the dramatisation of imaginary situations is the foundation of children’s symbolic play. 

The importance and exceptional motivational power behind children ‘acting out’ imaginary 

stories have been confirmed in the work of Vivian Gussin Paley. In her study, The Boy Who 

Would Be a Helicopter, she writes: 

 

[...] storytelling is play put into narrative form [...]. Stories that are not acted out are fleeting 

dreams: private fantasies, disconnected and unexamined. If in the press of a busy day I am 

tempted to shorten the process by only reading the stories aloud and skipping the 

dramatizations, the children object. They say, ‘But we haven't done the story!’ […] Children 

see themselves, always, inside a story (Paley 1990, pp. 4, 25, 33). 

 

Identity and existential meaning 

 

Formulating a sense of identity and meaningful existence are two of the main goals of education, 

and they are easily observed through the use of stories and dramatic approaches. We have 

already seen that Bruner (2002) considers narrative knowledge to aim at asking questions, 

particularly ‘why’, that is, to explore the question of meaning behind a certain phenomenon or 

activity. Furthermore, Bruner is sure that children enter the narrative world very early by way of 

symbolic play, as if they have had a certain core knowledge of narrative since birth (ibid., p. 33). 



Describing an event in narrative is marked by certain characteristics that are central to exploring 

the meaning of existence. 

 

First, stories make it possible to describe events in time; they encompass a person’s experience 

of the world in the past (historical memory), present (how do I experience myself and how do 

others see me?), and future (what do I want to become? what kind of world do I want to live in?). 

Consequently, as Bruner writes, ‘through narrative, we construct, deconstruct, in some ways 

reinvent yesterday and tomorrow. Memory and imagination fuse in the process’ (ibid., p. 93), 

and past events from memory are always evaluated in light of future goals. 

 

Next, one of the tasks of stories is to domesticate unexpectedness and thus help cultivate cultural 

coherence (ibid., p. 90). Therefore, narrative thinking is normative, but it simultaneously 

introduces the possibility of changing the way we experience, perceive, and act in the world. For 

example, when we are following the tragic story of Antigone, we realise that Creon should have 

allowed the burial of Polynices, which would have forestalled all the dramatic consequences of 

Sophocles’ tragedy (ibid., p. 101). 

  

Both characteristics of narrative thought, normativity and the possibility of formulating new 

meaning, come together to generate its crucial existential tension. On the one hand, there is the 

individual’s commitment to existing meaning (of friends, family, institutions, the past, and other 

reference groups), and on the other, the autonomy of the story’s principal agent, who makes his 

or her own decisions and creates new meaning. ‘We seem virtually unable to live without both, 

autonomy and commitment’, concludes Bruner, ‘and our lives strive to balance the two. So do 

the self-narratives we tell ourselves’ (ibid., p. 78). 

  

In his view, then, it is impossible to think about the meaning of life without narrative thinking, 

and, at the same time, this type of thinking is central to our construction of self, as Bruner also 

numbers among those who argue that human life has a narrative structure. Neurological disorders 

that are characterised by losing the ability to tell and understand stories, such as dysnarrativa, 

associated with Korsakov’s syndrome and Alzheimer’s disease, do not just mean losing your 

memory, but losing the sense of the other and of one’s own self (ibid., p. 86). Accordingly, it is 

not surprising that the rules of peripeteia or telling a convincing story coincide with the basic 

findings on the self. The following table cites the parallels Bruner draws between the self and the 

story (ibid., pp. 70–72): 

  

SELF STORY 

It is teleological and agentive, replete with 

desires, intentions, and aspirations, and is 

endlessly in pursuit of goals. 

A story needs a plot. 



It is sensitive to obstacles—real or imagined, 

responsive to success or failure, and unsteady 

in handling uncertain outcomes. 

Plots need obstacles to goals. 

  

It responds to its judged successes and failures 

by altering its aspirations and ambitions and 

changing its reference groups. 

Obstacles make people reconsider. 

It relies on selective remembering to adjust the 

past to the demands of the present and the 

anticipated future. 

Tell only about the story-relevant past. 

It is oriented toward ‘reference groups’ and 

‘significant others’ who set the cultural 

standards by which it judges itself. 

Give your characters allies and connections. 

It is possessive and extensible, adopting 

beliefs, values, loyalties, and even objects as 

aspects of its own identity. 

Let your characters grow. 

Yet it seems able to shed these values and 

possessions as required by circumstances 

without losing its continuity. 

But keep their identities intact. 

It is experientially continuous over time and 

circumstances, despite striking transformations 

in its contents and activities. 

And also keep their continuities evident. 

It is sensitive to where and with whom it finds 

itself in the world. 

Locate your characters in the world of people. 

It is accountable and sometimes responsible 

for formulating itself in words, becoming 

troubled when words cannot be found. 

Let your characters explain themselves as 

needed. 

It is moody, affective, labile, and situation-

sensitive. 

Let your characters have moods. 

It seeks and guards coherence, eschewing 

dissonance and contradiction through highly 

developed psychic procedures. 

Worry when your characters are not making 

sense—and have them worry, too. 

  



Among the authors that have definitively linked a healthy development of self with stories, we 

must mention Paul Ricoeur, his theory of the narrative self, and his idea that ‘selfhood is a cloth 

woven of stories told’ (Kearney 2004. p. 109). In a study on Ricoeur’s key concepts, Richard 

Kearney lends his support to this thesis by writing: 

  

The most fitting response to the question ‘Who is the author or agent?’ is to tell the story of a 

life. Why? Because the enduring identity of a person, presupposed by the designation of a 

proper name, is provided by the narrative conviction that it is the same subject who perdures 

through its diverse acts and words between birth and death. The story told tells about the 

action of the ‘who’: and the identity of this ‘who’ is a narrative identity. […] The narrative 

subject involves an ongoing process of self-constancy and self-rectification that requires 

imagination to synthesize the different horizons of past, present, and future. The narrative 

concept of self thus offers a dynamic notion of identity (ipse) that includes mutability and 

change within the cohesion of one lifetime […]. This means, for instance, that the identity of 

human subjects is deemed a constant task of reinterpretation in the light of new and old 

stories we tell about ourselves (Kearney 2004, p. 108). 

  

If telling our own life story ensures a relative stability of self on the one hand, and the ability of 

change and personal development on the other, it is important to also stress that a person 

establishes self-awareness and a feeling of identity by entering the stories of others: ‘The 

“Other”, through which we find our way to our self, is the Other of personal or historical 

memory, the imaginary Other of the stories past and present, and of course the real [other] person 

with whom we are entering into a direct relationship; therefore, the mysterious “Other” resides in 

ourselves—within our unconscious, in the witnessing and depictions of the past and present 

moment, in the fictional projections of a future (un)wanted, as well as, of course, in concrete 

persons and communities we interact and connect with’ (Kroflič 2015, p. 88). 

  

The need to build our self through our relationships with others must certainly be taken into 

account when it comes to various teaching situations. We do this by providing guidance and 

direction to pupils in actual existing relationships, by pointing out the need to adjust and attune 

the intentions of our story to the needs and expectations of those close to us, and by telling 

stories of the past, as ‘on the one hand, a work of art constitutes a depiction of a virtuous or 

vicious act, while on the other hand, our compassion towards the agent and the event creates a 

prototype of an imaginary experience’ (ibid., p. 89). The following pages will show that 

imaginary experience, so convincingly depicted in drama, is essential to the development of 

prosociality and moral consciousness as important components of the self (Kearney 2002), and 

of subjectification as a way that we, as subjects of our own decisions, actively come into the 

world (Arendt 1996; Biesta 2014). For Arendt, this is an essence of a political act as an 

antagonistic opposite to a suppression to social norms, a ‘…practical neglecting of social 

conformity’ (Kovačič 2012, p. 81). 

  



The ethical dimension of accepting difference and an identity that is open towards others 

  

Our ethical consciousness, as a readiness to accept difference, is decisive when it comes to 

formulating an identity of self that is open towards others (Kearney 1999, p. xi). The type of 

knowledge our ethical orientation requires and the easiest way of acquiring it remain subjects of 

theoretical debate. Aristotle found the key to formulating a moral self-image in the right balance 

between theoretical and practical wisdom, sophia and phronesis. But he also attributed an 

important role in building morality to poetic creation (poiesis), and he often uses descriptions 

from the Greek epic tradition to describe virtuous behaviour, in other words, to illustrate ethical 

practice. In Poetics of Modernity: Toward a Hermeneutic Imagination, Kearney writes that 

practical ethical wisdom would be impossible without poetic stories (Kearney 1999, p. xiv). The 

role of stories is thus providing examples of ethical actions, while according to Arendt (1996), 

we also need the act of storytelling (as a form of poiesis) so we can recognise the ethical nature 

of an action (praxis). 

  

Ricoeur sees the link between ethics and aesthetics in the narrative role of the imagination: ‘It is 

the function of poetry in its narrative and dramatic form, to propose to the imagination and to its 

mediation various figures that constitute so many thought experiments by which we learn to link 

together the ethical aspects of human conduct and happiness and misfortune’ (Ricoeur 1991, p. 

23). Kearney encapsulates the close connection between the poetic story and practical wisdom, 

discussed in much of Ricoeur’s work, into three roles of the story. These are vision, initiative or 

motivation to act, and empathy: 

o Narrative is central in providing us with an ethical vision; it enables us to see essential 

connections between actions and consequences in terms of good and evil. Fiction is ‘an 

“immense laboratory” for experimenting with an “endless number of imaginative 

variations”’ (Ricoeur qtd. in Kearney 1999, p. 103), thus expanding the horizon of ethical 

thinking beyond conventional morality. 

o When we see our being-in-the-world in terms of the larger possibilities of vision, it often 

empowers us to undertake (ethical) action, that is, to better identify our goals and 

motivations and initiate new beginnings. Because fiction enables us to better perceive the 

connection between agent, action, and goal in a concentrated form, it prepares us to become 

better readers and agents in our own lives (Kearney 1999, pp. 103–104). 

o Not only does narrative enable us to envision a new project, evaluate motivations, and 

initiate a viable course of action, it also enables us to identify with others. ‘There is neither 

love nor hate, care nor concern’, writes Kearney, ‘without an “imaginary transfer of my 

‘here’ into your ‘there’”’ (Ricoeur qtd. in ibid.). 

  

In Life in Quest of Narrative, Ricoeur (1991) argues that for Aristotle, a good story always 

teaches us something because it reveals the universal aspects of humanity; consequently, literary 

narration is closer to philosophy than history. A literary story develops a narrative understanding 

that is closer to practical moral judgement (phronesis) than it is to scientific explanation. If ethics 



speak about morality in general, then art provides examples of moral actions: Achilles as 

courage, Socrates as wisdom, or Francis of Assisi as charity (Kearney 1999, p. 103). 

  

Among the authors that recognised the relevance of stories for the development of one’s ethical 

stance, Kearney also singles out Emmanuel Levinas. Levinas saw the works of Celan and Proust 

as clearing the path towards the ‘Other’. Although he is critical of the concept of poetic 

imagination as a way of thinking and creating images, he sees an ethical stance as our response 

in face-to-face conversation (ibid., p. 109). For Levinas, therefore, the task of ethics is to remind 

poetics that the Other should never be entrapped by the imaginary (ibid., p. 111). Kearney 

disagrees with Levinas’s overall critical attitude towards the imagination. He warns that ‘[t]he 

free play of imagining is indispensable not only for poetics but also, in a curious sense, for ethics 

itself. […] If ethics is left entirely to itself, or allowed to dictate to poetics at every turn, it risks 

degenerating into cheerless moralism. Ethics needs poetics to be reminded that its responsibility 

to the other includes the possibility of play, liberty, and pleasure; just as poetics needs ethics to 

be reminded that play, liberty, and pleasure are never self-sufficient but originate in, and aim 

toward, an experience of the other-than-self. That is where ethics and poetics meet—in those 

words which the self receives from the other and returns to the other: the hermeneutic act of 

being-for-one-another’ (ibid., p. 117). 

  

Kearney concludes his study on hermeneutics and imagination with the following meaningful 

quote: 

  

Ethical imagination deploys narrative to make sense of our lived experience and provide 

motives and models for our actions. […] Ethical imagination thus serves an essential 

ethical function in translating law into the felt language of flesh and blood. It brings 

universals down to the earth of singularity. It makes the absent Other present to me 

through the emphatic and testimonial powers of narrative, thereby enlarging my point of 

view to embrace as many others as possible. The formalism of a timeless transcendental 

ego is surpassed in recognition of our debt to the historical past and our promises of a 

historical future. In short, hermeneutic imagination is ethical in that it transmutes the self 

into a self-for-another (ibid., pp. 203–204). 

  

The epistemological specificity of poetic, narrative thought and its connection to practical 

wisdom is also featured in the works of Nussbaum and Arendt. In Cultivating Humanity,  

Nussbaum develops the idea of the immense importance of a sympathetic imagination, which is 

developed by reading literature. Essentially, sympathetic imagination liberates from stereotypical 

perception and enables empathy and sympathy. For Nussbaum, sympathy includes the 

recognition that the other person (or in our case, literary character) is in some way similar to 

ourselves (the readers), and has suffered significant pain or misfortune for which they cannot, at 

least not entirely, be blamed (Nussbaum 1997, pp. 90–91). She attributes the practical value of a 

sympathetic imagination in contemporary life to the empathic recognition of the social position 



of those who are different, left out, or invisible (ibid., pp. 87, 109–112). In The Fragility of 

Goodness, Nussbaum defines stories as a critique of Archimedean thought in philosophical 

rationalism, which she contrasts with the method that is specific to tragedy, one which aims to 

expose the horizontal drawing of connections and forces us to dig into the depths of the 

particular to find images and connections that enable us to understand a phenomenon more fully. 

She thus places poetical and spontaneous ‘horizontal thinking’ in juxtaposition to theoretical 

‘vertical thinking’, both of which call for a different kind of storytelling: ‘The Archimedean 

thinker is not really engaged in storytelling but in illustration, treating a story as “a schematic 

philosophical example” of an abstract principle. In contrast, the tragic story traces “the history of 

a complex pattern of deliberation” and so lays open to view the complexity, the indeterminacy, 

the sheer difficulty of actual human deliberation’ (Nussbaum qtd. in Disch 1993, p. 670). 

Storytelling thus has a double role in the educational context. We can use it for the concretisation 

of a theoretical concept, for example, letters of soldiers from a front to depict conflict 

experienced during a historic moment of war. But we can also use a story as a complex 

description and explanation of a complex existential question. An excellent example of tis use of 

a story is Sophocles’ Antigone as a description of the struggle between private and public 

morality, which offers many different explanations of the dramatic plot and consequently 

different ‘truths’ about the destiny of a human being in a social context (Kroflič 1996). 

  

Despite the fact that Arendt defines critical thinking in a similar way as Nussbaum, namely, as 

‘the keen responsiveness of intellect, imagination, and feeling to the particulars of a situation’ 

(Nussbaum 2001, p. 191), as far as Arendt is concerned, this is not a question of empathy, trying 

to be or feel like someone else, but of an enlarged mentality, of visiting the possible perspectives 

on a chosen event and so being and thinking in accordance with our own identity, but in a 

position we are not in (Disch 1993, p. 687). This theory of enlarged mentality was developed by 

Arendt in her final, unfinished section of Lectures on Kant's Political Philosophy, where in 

contrast to Kant’s concept of common sense, she argues that it is not achieved through 

abstraction, but by paying thoughtful attention to the particular. An enlarged mentality is 

achieved by training ‘one’s imagination to go visiting’ (Arendt 1992, p. 43), which includes 

telling/recalling various stories about an event from a multitude of contradictory perspectives. In 

this way, we move from mere experience towards critical understanding (Disch 1993, p. 868). If 

empathy, described by Nussbaum as the ability to experience the hero’s fate, leads to the erasure 

of difference between my experience of an event and the experience of the person with whom I 

identify, then for Arendt, visiting the viewpoint of another person triggers a feeling of 

disorientation. This feeling allows me to understand how different the world can look from 

another perspective: ‘Where visiting promotes understanding, empathy obstructs it’ (ibid., p. 

687). 

 

 

 

  



The political dimension of upbringing and education as a process of subjectification 

  

Another important dimension facilitated by narrative is the political dimension of the process of 

upbringing and education as the process of subjectification, whether as a storyteller or the 

audience. A story is not significant only in the development of ethical sensitivity and critical 

thinking, but also because it strengthens our ability to enter the world as subjects and as the 

agents of our own lives. Biesta (2014) claims that today, fulfilling the educational goals of 

subjectification, the importance of which harks back to the Enlightenment, is the part of the 

pedagogical process that is most often swept under the rug. 

  

Paley’s previously mentioned, The Boy Who Would Be a Helicopter, features a particularly 

relevant and practical finding for the theory of subjectification, namely, that from early 

childhood onwards, children’s subjectivity establishes itself through (real or fictional) stories, if 

they are listened to seriously, and with dramatisation, where the children are invited to perform a 

story: 

  

What makes children pay attention to the ideas and demands and complaints of 

classmates? […] [T]he need to have a friend and be part of a dramatic structure. Children 

see themselves, always, inside a story. [...] You are a friend if you take part in someone's 

play, and you are most likely to listen to those with whom you are acting out a series of 

events (Paley 1990, p. 33). 

  

We have explored Ricoeur’s thesis that the closest path to the self is through the other as 

someone different, and seen that Biesta, with the help of Arendt’s concept of an active being in a 

democratic world of plurality and Levinas’s ethics of face-to-face relations, believes that being 

addressed by another person, to whom we listen and respond, in fact establishes us as subjects. 

Although Biesta sees the process of upbringing as a creative act which contributes to the creation 

of a person’s subjectivity, subjectivity itself cannot be taught. We can only ensure a space where 

subjectivity can grow as the possibility of being addressed as a capable, active being (Biesta 

2014, pp. 145–146). The response of the pupil to our call is entirely a question of their freely-

made choice—though we may try to motivate them towards action—and this is why upbringing 

and education are always risky endeavours. 

  

Ensuring subjectivity or the uniqueness of the subject is thus not a matter of our essence, nature, 

or instilled identity, but of situations in which a person is irreplaceable. Because of this, the 

processes of upbringing and education mean creating an open space, providing room for 

situations ‘in which someone calls me, in which someone does an appeal to me, in which 

someone singles me out’ (ibid., p. 21). Arendt’s influence is felt in Biesta’s argument that 

subjectification can only occur in a democratic social space, one which celebrates the importance 

of difference and the uniqueness of each individual as a person and agent in the world, someone 

who creatively and therefore uniquely enters the world. Levinas’s influence can be seen in the 



fact that it is in the face of the other, who addresses me, that Biesta recognises the possibility of 

my response, which establishes me as a unique, irreplaceable subject. For example, when a baby 

appeals to its absent mother by crying, she ‘emerges’ in the role of a subject, and nobody else 

can replace her to abate the baby’s fear of separation. Subjectification thus occurs when we 

respond to the call of another person and enter his or her life story. If any type of art with a 

performative event can trigger the same process, it is surely the live contact that occurs during a 

drama performance. As we have seen, this is precisely why Arendt decrees drama as the political 

art par excellence (Arendt 1996, p. 196). 

  

We have hitherto discussed the political aspect of entering the world or entering into the life 

stories of others; another significant political quality is also apparent in storytelling as testimony, 

either by individuals or by groups. It is not a coincidence that feminist and postcolonial studies 

have stressed the importance of narrative testimony and how, by telling one’s life story, we take 

our place in society. If public debate usually uses the classic structure of arguments ‘for and 

against’, then those individuals or social groups that do not have a command of this type of 

argumentation are often excluded from decision-making processes: 

  

In recent years a number of legal theorists have turned to narrative as a means of giving 

voice to kinds of experience which often go unheard in legal discussions and courtroom 

settings, and as a means of challenging the idea that law expresses an impartial and 

neutral standpoint above all particular perspectives. […] [S]torytelling in the legal context 

functions to challenge a hegemonic view and express the particularity of experience to 

which the law ought to respond but often does not (Young 2000, p. 71). 

  

Iris Marion Young (ibid., pp. 71–77) finds that political narration sets the goal of showing, 

describing, explaining, and justifying its view in political discussion, which is why it can 

stimulate discussion on difference in various ways. This can be done by responding to conflicts 

of interest, articulating collective affinities, understanding the experiences of others, and 

countering preunderstandings, revealing the sources of values, priorities, or cultural meanings, 

and helping to constitute the social knowledge that enlarges thought. Particularly in plural 

societies, where the value premises of those participating in discussion vary, according to Young, 

argumentation often fails. This is because, unlike norms, values often cannot be justified using 

classical rationalist arguments, even though they are not arbitrary. They are often based on 

situated experiences of individuals or groups (ibid., p. 75). The author concludes her discussion 

on the importance of narrative and situated knowledge in Inclusion and Democracy with the 

following thought: 

  

Inclusive democratic communication assumes that all participants have something to 

teach the public about the society in which they dwell together and its problems. It 

assumes as well that all participants are ignorant of some aspects of the social or natural 

world, and that everyone comes to a political conflict with some biases, prejudices, blind 



spots, or stereotypes. [...] Especially in mass society, where knowledge of others may be 

largely mediated by statistical generalities, there may be little understanding of lived need 

or interest across groups. A norm of political communication under these conditions is 

that everyone should aim to enlarge their social understanding by learning about the 

specific experience and meanings attending other social locations. Narrative makes this 

easier and sometimes an adventure (ibid., p. 77). 

  

In contemporary educational theory, subjectification is often defined using the concepts of 

empowerment and emancipation. If critical pedagogy presupposes that the task of education 

(with the help of art) is to provide the pupils with the knowledge and skills with which to 

establish themselves as subjects in society, then Ranciere established a new way of looking at 

emancipation as subjectification. This is done by ensuring that the person in the educational 

process has an active social role and is recognised as one capable of creating meaning. In this 

way, emancipation, and thus subjectification, are not a result of educational intervention, but the 

starting point of the educational process itself. Moreover, it is art that is the area of education that 

makes such an active role of the pupil possible, either as the emancipated spectator (Ranciere 

2010) or as the (co-)creator of the work of art itself (Kroflič 2014). One noteworthy 

characteristic of contemporary performance art is that on a performance level, it is erasing the 

division between the spectator and the creator. Consequently, it continues to highlight what I 

consider to be the most interesting subjectification structure of using art in education, which is 

the co-creation of meaning between the artist and spectator—the pupil (ibid.). 

  

Stories as a therapeutic way of dealing with personal and social traumas 

  

Finally, stories are important in pedagogy because telling or listening to them offers the 

possibility of facing personal and social traumas. This concerns the role of narrative that 

Aristotle (2005) termed catharsis. Outside of drama, narrative has been established in its purest 

form as a ‘talking cure’ in psychoanalysis and many psychotherapeutic methods (Kearney 2002). 

Because I have discussed the role of catharsis and the therapeutic importance of art elsewhere 

(Kroflič 2007; Kroflič 2010; Kroflič 2015), and because this aspect of art has already been 

addressed when discussing the ontological dimension of stories, I will focus here only on the 

most essential findings. 

  

For Ricoeur and Kearney, stories not only lead us to depict experiences of evil, but also to 

reexperience evil or cathartic grief, which turns passive lament into the possibility of active 

complaint and protest (Kearney 2004, p. 96). Catharsis tells us that new action is possible, and 

that we can avoid obsessive repetition and repression, retribution, and a destructive faith in 

destiny, all of which lead us to experience the inescapable otherness of evil (ibid.). Grief is 

crucial for not allowing the inhuman nature of suffering to lead us to the total loss of self, which 

Freud described as melancholia. A certain type of catharsis is necessary to protect us from 



succumbing to fatalism and the desire for revenge, common occurrences in states of despair. It is 

our job to turn paralysis into protest (Kearney 2003, pp. 103–104). 

  

What makes it possible to achieve a cathartic experience of evil through stories, writes Kearney 

(2002), is narrative imagination. On the one hand, it allows for empathic identification with the 

actors in the story, and on the other, it provides aesthetic distance, which makes meaning 

evident. The mysterious amalgam of empathy and distance creates the double vision necessary to 

travel from the closed ego to other possibilities of life (Kearney 2016, p. 22). Similarly to 

Gadamer, for whom both the existential proximity of a phenomenon and the person interpreting 

it (Gadamer 2001, pp. 245–246), as well as historical distance from the event being interpreted 

(ibid., 248), are needed to hermeneutically access the essence of a phenomenon, for Kearney, 

cathartic relief is made possible by a sufficient level of inclusion in an event and sympathy on 

the one hand, and the fact that mimesis to an extent removes us from the action that is happening 

in front of us and makes it possible to establish an appropriate distance from it on the other. 

Drama as the artistic, fictional depiction of a narrative can stir a higher level of sympathy than a 

real-life event because it both reduces ‘suspense’ as a normal defence mechanism (when we are 

faced with suffering in real life) and provides a wide array of characters to identify with 

(Kearney 2016, pp. 123–124). 

  

Ricoeur linked the story’s cathartic effect with the possibility of facing a painful experience and 

a triple course of study: practical understanding, reworking a bad experience, which leads to 

catharsis, and the ability to forgive (Kearney 2004, p. 94; for more on this topic, cf. Kroflič 

2015). Kearney states that compared to the cathartic effect of a theatre play as described by 

Aristotle, the novelty of Freud’s concept is processing a traumatic event by narrating personal 

trauma (Kearney 2016, pp. 38–50) or narrative creation (Kearney 2012). It is not only 

remembering a traumatic past with the help of a psychanalyst, but also literary creation that is a 

unique kind of cathartic activity, one which Kearney (ibid.), stating that his subject is ‘the 

writing cure’, presents in his comparison of Homer’s Odyssey, Shakespeare’s Hamlet, and 

Joyce’s Ulysses. The cathartic effect of a story on an audience member is thus joined by the 

thesis that a cathartic effect can also be achieved by the narrator or writer. By depicting the scars 

that are the consequences of pain and memory, the processing of a traumatic past is made 

possible. For example, ‘James Joyce’s Ulysses is a work of mourning and recovery. A writing 

which translates wounds into scars, flesh into fiction. A working through a trauma’ (Kearney 

2012, p. 1). Because catharsis can be compared to an educational experience of the highest 

quality, our initial thesis on the educational value of the artistic experience is once again 

confirmed, both for the role of the audience and the creator. 

  

The place of stories in various approaches to upbringing and education 

  

We have established several arguments that strongly support the role stories and narrative 

knowledge play on all levels of institutional and functional education and that cannot be 



overlooked. In a structural sense, depicting an event as a story can be defined as a form of 

imaginary experience, one that is not a real-life event, but one that also does not take the classic 

form of discursive explanation characteristic of the way so much educational material is taught: 

  

If traditional views on good and evil are passed on to us by our important others or 

institutions such as kindergarten or school, the key prosocial experiences stem from our 

desire to attune our own wishes to the expectations and reactions of important others 

(Benjamin, 2000). This attunement fortifies the compassionate contentment with actions 

that make close relations happy into a certain type of scripts of fulfilling decisions. 

Somewhere between the transfer of tradition and one’s own experience lies the deep-felt 

processing of an artistic depiction of a concrete event, because, as we have realised with 

Aristotle, on the one hand, a work of art constitutes a depiction of a virtuous or vicious 

act, while on the other hand, our compassion towards the agent and the event creates a 

prototype of an imaginary experience. Thus, this connects the ethical to the aesthetic 

dimension—moral judgment to the poetic creation of a new reaction to an existential 

situation (Kroflič 2015, pp. 88–89). 

  

The fact that from earliest childhood, imaginary experiences as an inductive form of 

understanding/processing events in life are one of the natural forms of learning, is illustrated by 

children’s spontaneous symbolic play. This takes the form of a sort of dramatised treatment of 

imaginary situations. Through all of history, storytelling has played a key role in the upbringing 

and education of future generations, which is confirmed by the role of myths in antiquity and 

biblical stories in the middle ages, soon joined by instructive fables, stories, fairy-tales, and 

legends. 

 

However, narrative does not have the same educational role in all the above-mentioned genres. 

Its plot can illustrate a paradigmatic, Archimedean, scientific way of thinking, and employ the 

storyteller’s toolbox (imagination, plot, metaphor, etc.) to give a more plastic description of pre-

established meanings, whether they concern ‘scientific truth’ or ‘moral categories’ that apply 

within the framework of a certain ethical theory or practice-based morality. But it is also able to 

establish its own, singular narrative logic of depicting an existential experience, as well as its 

own approach to knowledge and feeling of the depicted event. Bruner describes this as the 

difference between paradigmatic and narrative knowledge, Nussbaum as the difference between 

vertical and horizontal knowledge, Arendt and Disch as the difference between impartial 

scientific description and the narrative form of critical political discourse, and I see it as the 

difference between a deductive and an inductive enlightening of an existential dilemma. Children 

can be overcome by a story, even if they cannot analytically follow all the nuances of the text; as 

a child, I experienced this when reading the Slovene translation of Italian fairy-tales, and I have 

described this experience in Etos sodobnega bivanja (The Ethos of Contemporary Existence; 

Kroflič, Kovačič Peršin and Šav 2005, p. 147). This kind of spiritual experience can only be 

explained by seeing the child as someone who is able to enter the narrative, horizontal, and 



inductive logic of stories, where the consistent understanding of every detail in the ‘paradigmatic 

description of action in time and space’ that follows a cause-and-effect structure of events is no 

longer necessary. 

  

A story is vital in education from both perspectives: in the form of illustrating deductive 

knowledge, and in the form of unique and individual inductive/experiential knowledge. 

Unfortunately, the latter is not very present in schools today. It is being revived in the increased 

use of dramatic methods, which play an instrumental role in education (Özbek 2014), and slowly 

in the more confession-oriented form of education through artistic experience (with 

reading/telling a literary story, visiting the theatre, watching a film of higher artistic quality, 

etc.). Awareness that one of the most important educational experiences in the earliest periods of 

childhood lies in encouraging symbolic play is also spreading (Kroflič 2016). 

 

The possible objection to the idea that every form of upbringing and education is a form of 

narrative practice, then, above all obscures the important differences between ‘scientific proof’ 

and ‘narrative description’. An increasing number of educational theorists warn that the first type 

of discourse is disproportionately present in schools in comparison to the second (even in 

kindergartens in many places). My purpose in writing this article was to emphasise one other 

finding, namely, that when it comes to giving meaning to existence, building identity and moral 

self, as well as encouraging active entering into the world, narrative activity is more necessary 

than information-focussed descriptions of the world. This is especially true when it comes to 

dialogical approaches to creating morality that are not based on deontological lists of ultimate 

rules and values, and to the role education plays in socialisation as a process of conforming to the 

existing political code of social requirements. 
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