BORN AUNLS ARS0G
72017

VILARER
A BAGKANT

Vi lerer pd bagkant, argumenterer den amerikanske professor og organisationsteoretiker Karl Weick. ”Sensema-
king is a retrospective process: Remembering and looking back are a primary source of meaning”. (Weick: 1995:
11). Denne drbog tager Weick pd ordet og ser tilbage pa 2012, med fokus pa bern og unge, i hibet om at blive klo

gere. Formélet med &rbogen er alts3 ikke at producere et hyldestskrift, som irbager ofte er, men i stedet at dele
produktive refleksioner med afset i daglig praksis. Hvilken tilgang til lering og kreativitet pragede vores arbejde i
2012, og hvad hidrog det til? Hvordan udvidede konkrete projekter vores repertoire i forhold til vores kunstfaglige
og pedagogiske strategier? Hvordan tilrettelaegger vi fremover processer, der oger sandsynligheden for, at lering

og kreativitet finder sted? Og hvordan kan vi tenke det hele ind i en organisatorisk sammenhang og hverdag?

Leering og kreativitet spiller en stor
rolle i al vores arbejde i Bern og Unge
(herefter B&U). Derfor vil jeg i det fol-
gende forsege at komme en forstelse af
begreberne lidt nermere. Leering sker
anderledes, end vi tror, siger Weick.
Den sker nedefra, pd bagkant og er altid
forbundet med fortolkningsprocesser.
Mennesker vil med andre ord altid
forsege at tillaegge alting en eller anden
form for mening, sensemaking, vanset
afsenderens intention. Hvis Weick har
ret, vil det veere hasarderet at tro, at
alle i en klasse vil f8 det samme ud af
et undervisningsforleb. Det stiller krav
til den méde, vi strukturerer lzrepro-
cesser pd, bide i undervisningen og
organisatorisk.

Leering foregdr ikke kun i forma-
liserede situationer, men overalt,
hele tiden. Hvordan vi forstér leering,
henger teet sammen med det viden-
skabsteoretiske univers, vi abonnerer
pa. Jeg abonnerer p3 forestillingen
om, at verden er socialt konstrueret.
Betydninger og viden er sélledes ikke
stabile sterrelser, men derimod noget
som konstrueres og dekonstrueres i
relationer og sociale processer. Den
amerikanske psykolog Kenneth Gergen
formulerer det sidan:

"Den grundlaggende ide i social kon-
struktion virker ret enkel, men den er
ogs& dyb. Alt, hvad vi regner for virke-
ligt, er socialt konstrueret. Eller, sagt
mere dramatisk, intet er virkeligt, for
folk er enige om, at det er det”. (Gergen
og Gergen: 2009: 9).

Leering vil sdledes altid vicre en
del af en social proces, der foregdr i
samspil med andre. Viden og det rum,
viden udvikler sig i, er alts§ relationelt.
Afheengigt af hvor jeg stdr, fir tingene
mening, Verden er ikke bare. En anden
teoretiker, hvis bidrag, jeg mener, er
vaesentligt i diskussionen omkring me-
ningsskabelse og l&ring, er den ameri-
kanske psykolog Jerome Bruner. En af
Bruners centrale pointer er, at vi orga-
niserer vores virkelighedsforstdelser i
narrativer. De narrativer, vi har om os
selv og vores omverden, har ifolge Bru-
ner en strukturerende kraft i forhold
til vores forstdelse af verden. Bruner
understreger ogsa vigtigheden af at tale
ind i og forst hinandens bevidstheds-
landskaber, for ellers folges anvisninger
sjeeldent op med de handlinger, vi
onsker. Vi har alle brug for en form for
genklang, en genkendelig "knage”, som
vi kan hienge det nye op p&. De tleste
har sikkert erfaret, hvor vanskeligt det

er at lzre eller huske noget, som man
ikke kan swmtte sammen med noget
kendt og derfor forst4 anvendelsen af.
Ifelge Bruner er det i ssmmenh:iengen
mellem vores menings- og handlings-
landskaber, at mening opstér.

[ 2012 udkom bogen Dialogbaseret
undervisning. Kunstmuseet som lee-
ringsrum. Den er skrevet af museets
undervisningsansvarlige i samarbejde
med Line Esbjern fra Thorvaldsens
Museum og den norske professor i
peedagogik Olga Dysthe. Bogen leverer
et substantielt og tiltreengt bidrag til
det museale undervisningsfelt og er
resultatet af et tlerrigt projekt om
museer og medborgerskab. Bogen giver
eksempler p, hvordan man vha. dialog
kan skabe den sammenheng, som bl.a.
Bruner taler om. Sumtidig ger den ogsé
opmeerksom p4, at det er i gnisten mel-
lem to poler, at erkendelsen ofte sker.

Dialogens kreative potentiale lig-
ger i speendingen mellem forskellige
stemmer, som Olga Dysthe siger med
henvisning til den russiske littera-
tur-, sprog- og kulturkritiker Mikhail
Bakhtin.

Som sagt er det sveert at definere
lering. Til gengeeld synes de tleste
enige om, at de processer, hvor liering
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opstar, tuger forholdsvis lang tid, fordi
vi skal have adgang til hinandens be-
vidsthedslandskaber fx vha. narrativer.
Tidskreevende lieringsprocesser er dog
ikke altid forenelige med de aktuelle
vilkdr i kulturinstitutioner, hvor kravet
om mange og mélbare resultater er
konstant til stede. Derfor har vi i BGU
brugt en stor del af 2012 pa at reflekte-
re over, hvordan vi rammes:etter, si der
béde er plads til resultat og proces.
Inden vi ser niermere pa konkrete ek-
sempler fra vores undervisningspraksis
pd museet, skal vi forsege at indkredse
begrebet kreativitet, der ligesom liering
er sveer at delinere entydigt.

KREATIVITET

Erhvervspsykolog og leder af TRAC -
Training and Resources for Advanced
Creativity - Thea Mikkelsen skriver,

at vi alle har et kreativt potentiale,
men "det er kun dem, der forstar at
reagere p ideerne og tor fore dem ud i
livet, som gor brug af deres kreativitet”
(Mikkelsen: 2009: 13). Kreativitet og
innovation handler om at have gje for
det nye, det uprovede og at have mod
til at swette ting sammen pa nye mider.
Men kreativitet handler ikke alene om
at teenke anderledes. Det handler ogsd
om at "swtte mal”. Det, der ifalge Mik-
kelsen kendetegner den kreative hjerne,
er, at den "forstdr at bruge mere bredt
af sine ressourcer og at forbinde de
forskellige centre i hjernen med hinan-
den” (ibid: 32).

Forestillingen om, at man kun er
kreativ, nér man er helt frisat, er et
eksempel p et typisk narrativ, som
let kanoniseres p4 en made, & man
ilke kan f3 oje pa andet.

Men kreativitet er ikke fri leg, og ram-
mes:etning er mindst ligesa vigtig her

som i andre sammenh:nge. At arbejde
kreativt kraever tid, fordybelse, me-
tode, planlicgning og mils:ctninger.
Evnen til at fi gode ideer er altsé ikke
en magisk kvalitet, men derimod nwert
forbundet med hirdt arbejde og evnen
til at arbejde i et relationelt felt. Nogle
af de spergsmdl, vi for tiden er meget
opsatte pa at undersege, handler netop
om kreativitet. Hvor har vi lavet plads
til hvilken slags kreativitet? Hvad
indfortolker vi i begrebet? Og hvordan
strukturerer man det kreative, s& det
skaber et storre udfaldsrum for hele
organisationen?

Man kan planlegge undervisning,
men ikke lering. Alligevel er der god
grund til at forsege at tilrettelcgge
processer, der skaber gode rammer for
leering og kreativitet, ogsd organisato-
risk. Derfor er det ogsd meget glaedeligt,
at 2012 blev dret, hvor kreativitet blev
skrevet ind i museets vision, som bl.a.
indeholder aumbitionen om, at SMK "vil
styrke et kreativt og reflekteret sam-
fund, der veerdsatter sin historie og
anerkender forskellighed”.

UNDERVISNINGSDESIGN

Nu til de konkrete eksempler. I mange
&r var det en del af vores selvforstdelse,
at SMK skraeddersyede hvert enkelt
undervisningsforlab p8 baggrund af
liererens ensker. Det var med Bru-

ners ord vores kanoniserede narrativ.
Umiddelbart virkede tilbuddet meget
generest og modtagerorienteret, men
for et par r siden métte vi indse, at det
kraevede enormt meget forberedelse,

at kvaliteten var for svingende, og at
det tilsammen skabte et meget broget
billede af, hvad SMK stod for i under-
visningssammenhzng, Derfor tog vi
bl.a. fat pd at udvikle en rackke faste
en-times forleb i samarbejde med en
gruppe licrere (dansk, historie, billed-
kunst) og elever. Det resulterede i:

¢ Fierre, men faste, undervisnings-
forleb
Forlobsbeskrivelser til Liererne,
der bl.a. redeger for, hvilke
leringsmdl hvert enkelt forlob
understetter i forhold til klassetrin
Kompendier og emnemapper til
museets undervisere, der samler
faglige ressourcer (artikler, under
visningsmaterialer, noter m.m.).
® Undervisningsdesign til hvert
forleb, der pd baggrund af
afprovning med skoleklasser
foresldr museets undervisere en
hensigtsmessig dosering af
forskellige typer evelser og korte
oplieg. Formalet med designet er at
opnd den flerstemmighed og dialog,
den aktive deltagelse og variation,
som er centrale mal for vores
undervisning.

Med de faste en-times forleb og denne
struktur kan leererne ikke liengere veel-
ge frit pd alle hylder. Til gengeeld ved vi,
at den vare, vi salger, er gennemtestet
og af hej kvalitet. Forlehsheskrivelserne
sikrer forventningsafstemning mellem
leerer og underviser, og undervisnings-
designs, kompendier og emnemapper
gor det muligt internt at speede le-
ringsprocesserne op vha. vidensind-
samling og -deling. De sidste mange &r
har vi samarbejdet med retoriker Signe
Hegelund om at styrke omviserne og
undervisernes retoriske kompetencer.
12012 udvidede vi arbejdet til ogsd at
indbefatte de 20 kunstnere/arkitekter,
som arbejder i museets veerksteder.

De stér for museets billedskole og for
de undervisningsforleb, der kombine-
rer besog i museets udstillinger med
vaerkstedsforleb. For mig er det helt
centrale, som kunstnerne bidrager med
i en undervisningssammenhwng, dét at
se verden uselvfolgeligt og dét at be-
styrke eleverne i deres forste fornem-



melse. Desuden er kunstnere generelt
gode til at gore os opmewerksomme pé,
at verden er fuld af ting, vi overser, i
overbevisning om, at vi kender den og
ved, hvad den indeholder af muligheder
og betydninger. @nsket med rsekken af
workshops med Signe Hegelund var at
synliggore og blive klogere pa de kom-
petencer, som kunstnerne bidrager med
(hvad er det kunstneriske egentlig for
en ingrediens?). Derudover anskede
vi at opkvalificere museets forleb med
lengerevarende vierkstedsarbejde ved
at skaerpe fokus i hvert enkelt forleb.
Det er en generel udfordring, nir vi
arbejder med undervisning. Vi vil som
formidlere have det hele med, men vi
ber bestriebe os pd at have ét fokus,
som alt, hvad vi foretager os, forholder
sig til. Det handler om intentionali-
tet. Man kan skarpe fokus ved at se
nzrmere pd udvielgelse, rekkefolge og
vaegtning i et undervisningsforleb. Er
pointen fx s& langt fremme i veerket,
at et sporgsmdl er hensigtsmessigt,
eller er det snarere et miniforedrag,
der er pd sin plads? Hvordan afspejler
det kreative arbejde i varkstedet bedst
forlabets tema, formmeessigt og ind-
holdsm:essigt? Ved at gennemgd hvert
enkelt forleb i forhold til veerkudvalg,
dispositionsprincipper (hvilke infor-
mationer placerer vi hvor) og kreative
ovelser kommer lieringsdybden i fokus
frem for -bredden.

Bogen Dialogbaseret undervisning
argumenterer endvidere for vigtighe-
den af variation i forlebene.

Ovenstdende afsnit giver eksempler
pa, hvordan vi har hejnet kvaliteten
og samtidig etableret en ramme om,
at vores undervisere kan leere noget
hurtigt. Det har dog hele tiden vaeret
vigtigt for os at understrege, at der var
tale om undervisningsdesign. Ordet
design signalerer, at forlebet kunne
vacre sammensat anderledes, og under-
viserne opfordres da ogs8 til at bruge
de elementer, der giver mening for dem
og den aktuelle undervisningssituation,
jvf Weicks sensemaking. Vores mél
er ikke at skabe robotter. Til gengeeld
ensker vi, vha. forskellige tiltug og
redskaber, at oge sandsynligheden for
at lering og nye erkendelser opstér.

DEN MINDSTE ENHED ER DYADEN
Det er ikke tilstreekkeligt at skabe un
dervisningsdesigns og gode rammer for

leering i selve undervisningssituatio-
nen. Arbejdet med leering er ogsa en or-
ganisatorisk udfordring. I en relationel
optik er dyaden (modsat individet) den
mindste enhed, argumenterer professor
ved CBS Jan Molin. Relationen mellem
mindst to akterer er det mindste, og
samtidig mest afgorende, organisatori-
ske element. Viden er ifelge Molin ikke
personbdret, men knytter sig til den
organisatoriske kontekst.

Derfor er det afgerende,
atvitanker l@aringi en sterre
sammenhang.

Men hvordan organiserer man sig om
kompetenceudvikling? Og hvordan
designer man laereprocesser, der gir
den vej, man ensker? Den 1. april 2012
gjorde vi et forseg, da vi &endrede an-
swettelsesforholdene for museets time-
lennede undervisere og omvisere. Vores
mal var at skabe et steerkt leeringsmiljo,
et fagligt og socialt fellesskab, uden

at vi dog havde mulighed for at tilfore
feltet flere skonomiske midler. Den 1.
april overgik alle omvisere og undervi-
sere til stillinger som studentermedar-
bejdere i stedet for freelancere. Dette
medfarte en wndring af lennen til den
lavere studentertakst, som til gengaeld
gav mulighed for at aflenne ved meder,
leeringsdage, underviserworkshops,
partnerskaber etc. @nsket med ®n-
dringen var netop at opkvalificere bide

ople

vores undervisnings- og omviserpraksis
p& SMK gennem sterre mulighed for
kompetenceudvikling og inddragelse
af studentermedarbejdere i udvik-
lingsprojekter. P4 denne méde eger vi
sandsynligheden for, at de opbygger en
flerfaglighed, der gar dem i stand til

at koble kunsthistorisk og leeringsteo-
retisk viden sammen. Muligheden for
at inddrage studentermedarbejdere i
seerlige projekter og udvikling af daglig
undervisningspraksis p& museet giver
starre ejerskab, engagement, felles
viden og bedre undervisning. At vi
skelner sé skarpt mellem omvisere og
undervisere er relativt nyt, men endnu
et bevidst forseg pa at skabe klarere
rammesgtning, Selvom der er mange
overlap mellem en omvisning og et
undervisningsforlab, er konteksten og
mélene meget forskellige.

ET REFLEKSIONSREDSKAB

Lad os i det folgende kigge pd udfor-
dringen med at skabe pluds til bdde
resultat og proces i et mere teoretisk
perspektiv. Den schweiziske leeringste-
oretiker Etienne Wenger arbejder med
en model, der er brugbar i denne sam-
menhweng. Hans model viser en cirkel,
en helhed, der bestér af henholdsvis
deltagelse og tingsliggerelse i en yin/
yang-lignende figur.

Til deltagelsesdomeenet herer en-
gagement, tanker, handlinger og det
emotionelle. Til tingsliggerelse herer
mere afsjeelede ting som kontrakter,



procedurer og dokumenter. Ifalge Wen-
ger har mange af os en tilbejelighed til
at glemme tingsliggorelsen og blive for
leenge i deltagelsesdomenet. Deltagelse
og tingsliggarelse er ikke komplemen-
tere sterrelser, ikke godt eller skidt,
men de skal ifalge Wenger viere i en
hensigtsmaessig balance. Det er altsé
ikke enten-eller, men et bide-og. Mo-
delen er god at teznke med og skaber
grobund for overvejelser omkring,
hvordan vi doserer, og hvordan vi en-
sker balancen skal viere mellem dét, vi
kan méle og tingsliggare, og dét, vi ikke
kan male og forudsige. Vores arbejde
med faste undervisningsforlab er et
konkret eksempel p4, at vi har skruet
op for tingsliggarelsen. Denne drbog

er det samme. Og vi kunne arbejde
endnu mere malrettet med targets (fx
leeringsmal, statistik og anden form for
malbarhed), hvis vi enskede det. Wen-
ger skriver meget rammende, at tings-
liggarelsens styrke er "dens fyndighed,
dens transportabilitet, dens potentielle
fysiske vedvaren, dens fokuserede
virkning”, men han skriver ogs4, at det
samtidig er dens svaghed (Wenger:
1998: 76). For meget tingsliggerelse kan
fastlise aktiviteter i en bestemt form
og skabe illusion om kontrol og stabili-
tet. Vores undervisningsdesign kunne i
veerste fald blive s tingsliggjorte, at de
ikke engagerede, fordi de ikke rummede
den levede erfarings rigdom. Wengers
model bidrager til forst&else af, hvor
vigtigt det er at rammesztte klart og
vide, at vi ved at skrue ap og ned pd
forskellige procesteknologier opndr
forskellige ting.

Nér viiforbindelse med udvikling
af faste undervisningsforleb skruer
op for tingsliggerelsen, hetyder det
ikke nedvendigvis, at vi skruer ned
for deltagelse.

Alt er relevant, bare ikke pa samme tid.

DET FARDIGEVALUEREDE SPROG

En udfordring for al undervisning er,
hverdan man tilrettelegger undervis-
ningsforleb, der bide er fokuserede og
samtidig giver plads til elevernes er-
faringslandskab, til nedvendig impro-
visution og til, om nedvendigt, at skifte
hest i vadestedet. Wenger har en anden
yin/yang-model, hvor tingsliggerelse og

deltagelse er erstattet af emergent og
designet. Igen handler det om at skabe
en hensigtsmassig balance mellem det
feerdigstebte og det forhandlingsbare.
Det handler alts8 ikke om at slippe af
med det emergente, men snarere om at
medtage det og gare det til en bevidst
mulighed. Hvis ting er for ficrdigstebte,
hvis det hele er designet pa plads,

har det ofte den effekt, at eleven ikke
behaver tnke, hvilket neppe er hen-
sigtsmeessigt. Den engelske professor
og diskursanalytiker Jonathan Potter og
socialpsykolog Margaret Wetherell ta-
ler om det fierdigevaluerede sprog, som
er uden héndtag og lukker for fortolk-
ningsrummet. Brugen af PowerPoint
har eksempelvis som form en uheldig
tendens til at viere teenkt frerdig uden
blik for relationen. Derfor opfattes
PowerPoint-prasentationer sjeldent
som nysgerrige pd modtagerens verden.
Omvendt er dialog og studiekreds jo
heller ikke altid enskvierdigt. Balancen
mellem &benhed og struktur diskuteres
grundigt i bogen Dialogbaseret under-
visning.

I al vores undervisning arbejder vi
nu mélrettet pd at blive bedre til at
eksplicitere intentionaliteten og neje
overveje fortolkningsinvitationerne.

Nér vi dbner for dialog, skal vi ogsi
reservere plads til at udforske og udfor-
dre elevernes erfaringslandskab. Den
amerikanske leeringsteoretiker Barnett
Pearce er en af de teoretikere, som har
arbejdet intenst med kommunikation
og skabelse af sociale verdener. Ifolge
ham har ord ikke en betydning i sig
selv, men en brug i en kontekst. En
talehandling er altid omgivet af episo-
der (noget, der gik forud), relationer,
identiteter og kultur/kontekst. Derfor
risikerer vi, at vores talehandlinger
ikke fr det tilsigtede udfald. Dialogen
udebliver, eller beskeden misforstas.
Det er vigtigt at have in mente, ndr
vi stdr i en undervisningssituation,
men ogsd ndr vi laver partnerskaber.
Bevidstheden om, at en talehandling
aldrig stdr alene, fremmer samarbejder
ved bl.a. at synliggere vores selvforst$-
else i form af kanoniserede narrativer.

PARTNERSKABER

En del af arbejdet med at styrke ind-
satsen vedrerende lcring og kreativitet
har i 2012 veeret praget af onsket om
nye og tette partnerskaber med kraf-

ter uden for museets fire vicgge. Nye
alliancer giver os flere perspektiver og
tilbyder os nye forstdelsesrammer. Det
er vigtigt, da det kan viere sveert selv at
se, hvilke nurrativer og forforstielser
man cykler rundt i. Den amerikanske
psykolog E. Sampson taler om faren for
at operere med for mange implicitte
standarter. Oftest har vi brug for de
andres blik for at fi oje p& vores impli-
citte standarter. Ingen kan se sig selv
bagfra. Hvis vi kun taler med os selv
om os selv, risikerer vi at fa gjort vores
brugere, og maske ogs8 vores kolleger,
til den tjenstvillige anden som er et
andet begreb, jeg henter fra Sampson.
Den tjenstvillige anden er en person,
som vi indlejrer i vores eget reducerede
univers i stedet for at se den anden
sam del af en vigtig lierende relation.
Vigtigheden af at se den anden som

en vigtig kerende relation var fx bag-
grunden for, at vi i 2012 satte os for

at pibegynde et mere malrettet forleb
med de praktikanter, vi hvert ar far fra
lereruddannelser, for herved at sikre et
storre tilbageleb af viden fra dem til os.

Det var ogsd i 2012, vi udviklede,
afpravede og evaluerede et stort pilot-
projekt og undervisningsforleb: Kunst-
katapult. Mélet var at styrke en faglig
dialog mellem skoler og museum, som
sikrer, at museet inddrages som en fast
leringsressource i skolernes rsplaner.
Undervisningsforlebet blev til i sam-
arbejde med leerere og elever fra for-
skellige skoler og en styregruppe med
kompetente folk udefra med praktiske
og teoretiske erfaringer fra forskellige
fagfelter og institutioner.

ULK, Unges Laboratorier for Kunst,
har ferertrojen p&, ndr det gelder dre-
lang erfaring med at teenke i partner-
skaber, co-produktioner og brugerind-
dragelse. ULK er et kreativt og socialt
community for unge pd SMK - online
og onsite. Mélet er at gere kunst og
museet tilgengeligt og inkluderende for
alle unge.

I 2012 samarbejdede ULK med
Roskilde Festival, hvor kunstpiloterne
sammen med festivalens brugere
skabte en 104 meter lang tavlevag,
Tankeveerk, og en tlydende instal-
lation, Liquid Lounge. Typisk for ULK
var projekterne fra begyndelsen tenkt
dynamiske og med brugerne som
medskabere. 2012 bod ogsd pd app’en
TALES, som er udviklet af unge fra




Frederiksberg Bibliotek og kunstpiloter
fra ULK. En af styrkerne ved ULK er for
mig at se evnen til at fokusere pd det
midlertidige og siette parentes om det
institutionelle - uden af den grund at
miste forbindelsen med sidstnwevnte.
ULK udfordrer ogsd internt museets
konformitet, hvilket giver os alle et
sterre udfaldsrum. Et konkret eksempel
pé et internt samarbejdsprojekt i 2012
var udstillingen Gennemlyst. Det var
forste gang, museets unge kunstpiloter
var medskabere af en udstilling pd
museet, og det stiller naturligt spergs-
mélet om, hvad de bidrager med? Vores
erfaring er, at de unge bidrager med
viden om, hvad der er relevant i deres
livsverden, og at de i dialog med os
producerer ny viden, fx visuelt i form
af nytenkende formidling og udstil-
lingsdesign. De unge er med til at
producere ny viden om, hvordan den
forskningsbaserede viden kan blive
en del af deres meningshorisont, eller
bevidsthedslandskabh, som Bruner ville
sige, og dermed en del af deres identi-
tet. Det er uvurderlig viden for ethvert
museum, som interesserer sig for frem-
tidens publikum.

AT LARE AF AT ARBEJDE MED LARING
Hvis vi aldrig kan viere sikre p&, at
tiltag fr det udfald, vi regner med (jf.
Weicks sensemaking), hvis enhver ud-
sigelse er kontekstafhaengig (jf. Pearces
talehandlinger), og samfundets hastige
udvikling ger foranderlighed til eneste
konstant, hvad har vi s& overhovedet at
holde fast i? Trods min manglende tro
pé kausale sammenh:enge og forudsig
barhed er det vigtigt, at vi har et m8l,
ndr vi iverksaetter leringsprocesser

og skaber partnerskaber. Leering er for

LITTERATURLISTE

mig at se det kit, der fir det hele til at
heenge summen. Hvis vi udvikler vores
refleksive kompetencer, bide internt
og eksternt, ager vi sundsynligheden
for, at vi leerer noget af at arbejde med
liering, og at vi kompetenceudvikler os
til at kunne gere det, vi gor i dag, bedre
i morgen. Den danske filosof, ledelses-
teoretiker og professor ved CBS Ole
Fogh Kirkebys begreb translokutiona-
litet betyder, at vi farst ved, hvad ting
betyder, nir vi herer os selv sige det.
Vi skal fortsat bestrabe os pi skabe et
leeringsmilje, hvor der er plads til beta-
versioner, og hvor spergsmél er mindst
ligesd relevante som svar. Det frerdige-
valuerede sprog rummer som allerede
nevnt ikke meget leering. Sammen mi
vi treene forandringsmusklen og blive
bedre til at se verden fra flere perspek-
tiver. Hvis jeg blot tlytter mig et felt p&
skakbreettet, ser verden anderledes ud.
Hvilke felter p& skakbrattet tilbyder

vi hinanden, vores kunstpiloter, vores
elever, praktikanter og samarbejdspart-
nere? Og hvilke felter p& skakbrattet
er slet ikke ledige? Ved konstant at
retlektere over det, vi gar, etablerer vi
et stadig sterre og nedvendigt mulig-
hedsrum.

DE SMA SEJRE

Denne arbog har som formél at gen-
standsgere den viden, som hverdagen
producerer. Bogen er endnu et eksem-
pel pd, at vi skruer op for tingsligga-
relsen. Modsat tendensen med at folge
midler og ekstraordinzre projekter er
det en sjelden tilfredsstillelse at dvacle
ved hverdagen, den duglige, konkrete
praksis, og de forudswetninger, vi har
for at diskutere og forstd den. Det er jo
i den daglige praksis, de tleste meder

os. Det naersynede perspektiv minder
ogsd om vigtigheden af at give noget s&
almindeligt som sumtaler opmerksom
hed. M&den, vi konstruerer samtaler
pa, har enorm betydning for, hvor vi
kommer hen, som Peirce vil sige. Weick
siger small wins, og der er al mulig
grund til at fejre de smé sejre. Det er
ofte i detaljerne, de sterste forandrin
ger hor.

Denne drbog er p& ingen mide en
illustration af svarene pa de mange
sporgsmdl, jeg rejser i artiklen. Den er
snarere refleksioner over de dilemmaer
og udfordringer, som feltets kompleksi-
tet kaster af sig.

Pé den ene side skal vihonorere
kravet om mange og mélbare resul-
tater, og pa den anden side peger
forskning og erfaring p, at de pro-
cesser, hvor lring og kreativitet
opstér, tager forholdsvis lang tid.

I det daglige arbejde skal vi skabe rum
for bide tingsliggorelse og deltagelse,
det emergente og det designede. Vi skal
veere lette at forstyrre, men samtidig
modstandsdygtige. Arbogen er fuld af
kvalificerede, konkrete bud pé vores
méder at tilgd udfordringerne p4 i
2012, men bogen rummer ingen enty-
dige svar. Jeg tror dog pé, at jo mere vi
er i stand til at genstandsgere og dele
viden om vares felt, jo mere kvalificeret
kan vi rammeszette, s der bde bliver
plads til stejle lzringskurver, kontante
resultatmél og langsigtet udvikling,



By Marianne Grymer Bargaman, Head of Uit~ Children & Young People

WE LEARN IN
RETROSPECT

We learn in retrospect, says US professor and organisation theorist Karl Weick: "Sensemaking is a retrospective
process: Remembering and looking back are a primary source of meaning” (Weick: 1995: 11). This yearbook takes
its inspiration from Weick and looks back at 2012 - focusing on children and young adults — in order to identify
the learning outcome. The objective of this yearbook is not, then, to produce a simple celebratory piece of writing,
but rather to share productive reflections with others based on our everyday practice. What approaches to lear-
ning and creativity infused our work in 2012, and what impact did this have? How did specific projects expand
our repertoire in relation to our strategies concerning the interdisciplinary field of art and learning theory? How

can we plan processes that best nurture learning and creativity? And how can we place all this within an organi-

sational context and our everyday work?

Learning and creativity plays a major
part in all our work at the Depart-
ment for Children and Young People
(“Bern og Unge”, hereinafter B§U).
For this reason I will seek to describe
how we understand the concepts in

a little more detail here. Weick tells
us that learning takes place in ways
that are different from what we prob-
ably think. It happens from below, in
retrospect, and is always associated
with processes of interpretation. In
other words people will always seek
to attribute some kind of meaning

to things — engaging in sensemaking
- regardless of the sender’s original
intention. If Weick is right it would
be ludicrous to believe that every
student in a class will derive the
same benefits or impressions from

a given educational course. This in
turn presents special requirements in
terms of how we structure learning
processes in our teaching and in our
organisation.

Learning does not just take place in
formalised situations; it takes place
all the time and everywhere. Our
perception of learning is closely as-
sociated with the theories and modes
of thought to which we subscribe. I
subscribe to the theory that the world
is a social construct. Meaning and
knowledge are not absolute and stable
entities; rather, they are constructed

and deconstructed in a range of rela-
tionships and social processes. The
US psychologist Kenneth Gergen puts
it in these terms: “The basic idea of
social construction may seem simple
enough. But consider the consequenc-
es: if everything we consider real is
socially constructed, then nothing is
real unless people agree that it is”.
(Gergen: 2009: 4). Thus, learning
will always be part of a social process
that takes place in a state of interac-
tion with others. Knowledge, and the
space in which knowledge is devel-
oped, is relational. Things have mean-
ing depending on where I stand. We
cannot say that the world simply is.
Another theorist who I believe has
made an important contribution to
the discussion concerning the crea-
tion of meaning and learning is the
US psychologist Jerome Bruner. One
of Bruner’s key points is that we ar-
range and organise our perceptions
of reality in narratives. According to
Bruner our narrative thinking about
ourselves and our surroundings has a
structuring impact upon the way we
understand the world. Bruner also ac-
centuates the importance of speaking
into and understanding each others’
landscapes of consciousness; if we

do not, directions and requests are
rarely followed up by the actions we
would like to see. We all need some

kind of recognition; something on
which to peg the new things we learn.
Most of us have probably experienced
how difficult it can be to learn or
remember something that we can-
not associate with anything familiar,
with something that would help us
understand its practical application.
According to Bruner, meaning arises
when our landscapes of consciousness
and landscapes of action meet.

The year 2012 saw the publication
of the book Dialogue-based teach-
ing. The Art Museum as a Learning
Space. The book is written by the
Head of School Programmes at SMK
in co-operation with Line Eshjern
from Thorvaldsen Museum and Olga
Dysthe, Professor Emiritus at the
University of Bergen. The book makes
a substantial and much-needed con-
tribution to the field of education in
a museum setting and is the result of
a year-long project about museums
and citizenship. It offers examples
of how dialogue can help create the
links, connections, and meaning that
e.g. Bruner talks about. It also calls
attention to the fact that insight and
knowledge is often found in the spark
created between two opposing poles.
The creative potential of dialogue
resides in the tension between differ-
ent, “unequal voices”, as Olga Dysthe
says, referring to the Russian theorist






approach required an awful lot of
preparation, that the level of quality
was too prone to variation, and that
it all created a blurred and uncer-
tain image of what the SMK stood

for in terms of school programmes.

In response to this we embarked on
developing a range of basic one-hour
sessions in collaboration with a group
of teachers (specialising in the sub-
jects of Danish, History, and Visual
Arts) and students. The results of this
work were:

¢ Fewer, but more clearly defined
teaching sessions

® Descriptions of each teaching
session for teachers, including an
account of the learning objectives
supported by the specific session
and its intended target group/age
bracket

* Compendiums and themed
collections of resources for the
museum’s educators (articles,
teaching materials, notes, etc.).

e A specific teaching design for each
session. Based on collaborations
with actual students the designs
offer the museum educators
suggestions on how to implement
variation in forms of teaching such
as dialogue, mini-lectures and
practical-aesthetic learning
processes. The purpose of this
design is to achieve the multi-
voicedness, dialogue, active
participation, and variation
in forms of teaching that stand as
central objectives for our school
programmes.

The catalogue of basic one-hour
teaching sessions means that teachers
can no longer choose anything they
like. But on the other hand we are
certain that the product supplied is
carefully tested and of high quality.
The descriptions ensure that teach-
ers and museum educators share the
same expectations of what is going

to happen, and the teaching design,
compendiums, and themed collec-
tions of materials make it possible to
speed up internal learning processes,
making it easy to collect and share
information.

For many years now we have co-oper-
ated wilh the rhetorician Signe Hege-

lund in order to build the rhetorical
skills of our museum guides and edu-
cators. In 2012 we expanded the scope
of this collaboration to also include
the 20 artists/architects working

at the SMK workshops. They are in
charge of the museum'’s art school
and of the workshops for schools that
combine sessions in the exhibitions
with workshap activities. To me,

the central contribution that artists
bring to an education context is the
ability to view the world from fresh
perspectives and to reaffirm students
in trusting their initial impressions;
their gut instincts. What is more,
artists are generally good at making
us anware of how the world ts full of
things that we overlook due to our
own conviction that we already know
it and the possibilities and meanings
it contains. The workshops conducted
with Signe Hegelund sought to fore-
ground and explore the skill sets

and literacies that artists contribute
(what kind of ingredient is “the ar-
tistic”, anyway?). We also wanted

to upgrade the museum’s work with
longer-term workshop activities by
introducing a sharper focus on each
session. This is a general challenge for
us when working with education. We
would like to include everything, but
we should endeavour to retain a sin-
gle focus point to which everything
relates. It is all about intentionality.
One can sharpen one's focus by taking
a closer look at the issues of selection,
order/sequence, and emphasis made
in a course. For example, is the main
point so evident in a given work of art
that a simple question would do the
trick, or is a mini-lecture called for?
How can the creative work done at
the workshop best reflect the overall
theme of the teaching session, both
in terms of form and content? By
looking at each individual session in
terms of the works of art selected, the
dispositions made (what information
goes where?) and creative/practical-
aesthetic activities, we focus on the
depth of learning rather than on its
breadth.

The book Dialogue-based Teach-
ing. The Art Museum as a Learning
Space also argues in favour of the
importance of variation in forms of
teaching.

The above provides examples of
how we have improved the overall
quality of our education activities
while also establishing a framework
that allows our educators to learn
something quickly. However, it was
always important to us to accentu-
ate that the efforts made were about
teaching design. The word “design”
indicates that the various teaching
sessions might well have been put
together in different ways, and in-
deed the educators are encouraged to
use whatever elements make sense
to them and are appropriate to the
teaching situation at hand, cf. Weick’s
concept of sensemaking. Our objec-
tive is not to create robots. What we
do want is to use a range of initiatives
and tools to increase the potential for
learning and new insights.

THE SMALLEST UNIT IS THE DYAD
Creating teaching design and a good
framework for learning in the teach-
ing situation itself cannot stand
alone. Work on learning is also an
organisational challenge. Accord-
ing to Jan Molin, professor at CBS,
the dyad, rather than the individual,
constitutes the smallest unit from a
relational point of view. The relation-
ship between at least two players is
the smallest — and most crucial — or-
ganisational element. According to
Molin knowledge is not carried by
individuals, but associated with the
organisational context.

This makes it crucial to
conceive of learning within
a wider context.

But how does one organise staff train-
ing? And how does one design learn-
ing processes that go the way you
want them to go? On 1 April 2012 we
ventured in a new direction by chang-
ing the terms of employment for the
museum’s hourly paid educators and
guides (excluding artists). Our objec-
tive was to create a strong framework
for learning and an equally strong
sense of belonging to a professional
and social community, but we did

not have the opportunity to infuse
more funds into the area. Rather,

on 1 April all guides and educators



became employed as student assist-
ants rather than as freelancers. This
meant that their hourly rates were
reduced to a lower student rate, but
in turn this made it possible to offer
paid participation in meetings, learn-
ing days, educator workshops, part-
nerships, etc. The point of the change
was to upgrade our educator and
guide practice at SMK by creating
better opportunities for skill raising
and for involving student assistants
in development projects. In this way
we increase the likelihood of hav-

ing them build a more wide-ranging
professional and interdisciplinary
identity that enables them to link up
art historical knowledge and learning
theory. The opportunity for involv-
ing student assistants in learning
projects and in the development of
everyday education practices at the
museum creates a greater sense of
ownership and commitment, it makes
it easier to share knowledge, and it
improves teaching practice overall.
Making such a sharp distinction
between guides and educators is a
relatively new thing at SMK, but

this move reflects another deliberate
attempt at setting up a clear frame-
work. Even though guided tours and
teaching sessions share many traits,
their contexts and objectives are very
different.

ATOOL FORREFLECTION

In what follows we will look at the
challenge of accommodating both
results and processes from a more
theoretical perspective. The Swiss
educational theorist Etienne Wenger
employs a model that can be useful
in this context. His model shows

a circle that encompasses a yin/
yang-like figure with “participation”
on one side and “reificaton” on the
other. The realm of participation is
the site of commitment, involvement,
thoughts, actions, and emetions.
The realm of reification is the realm
of e.g. contracts, procedures, and
documents. According to Wenger
many of us have a tendency to forget
about reification, staying too long in
the domain of participation instead.
Participation and reification are not
opposing entities, but according to
Wenger there must be an appropriate

balance between the two. This is not
a question of either-or, but of incor-
porating both. His model provides
excellent food for thought, prompting
deliberations on how we dose our
work and on what kind of balance we
want between what we can measure
and objectify and what we cannot
measure and predict. Our work with
creating a catalogue of basic teach-
ing sessions is a specific example of
how we have increased our work on
reification. This yearbook is another.
And we could work even more spe-
cifically with targets (e.g. learning
targets, statistics, and other forms

of measurability) if we wanted to.
Wenger very accurately states how
the strength of reification and objec-
tification resides in ”its succinctness,
its portability, its potential physi-
cal persistence, its focusing effect”
(61), but he also states that this is its
weakness, too (Wenger: 1998: 76).
Too much reification can keep ac-
tivities locked in a specific form and
create an illusion of control and sta-
bility. At worst our teaching design
might become so objectified that it
fails to engage people because it does
not offer the richness of lived experi-
ence. Wenger’s model helps us appre-
ciate the importance of establishing
a clear framework and of being aware
that we will achieve different things
by increasing or decreasing our focus
on different process technologies.
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Using reification more by develop-
ing basic teaching sessions does
notnecessarily mean that we use
participation less.

Everything is relevant, only not at
the same time.

READY-MADE DISCURSIVE REPERTOIRES
One challenge applying to all educa-
tion is the question of how to plan
teaching sessions that are focused
while also remaining open to the
students’ landscape of experience,
to necessary improvisation and to,

if necessary, changing tack mid-
way. Wenger offers another yin/
yang-model in which the concepts
of reification and participation are
replaced by the concepts “emergent”
and “designed”. Once again the ob-
jective is to create a suitable balance
between the predetermined and the
negotiable. The point is not, then, to
get rid of the emergent, but rather to
include it and raise awareness of it as
a possibility. If things are too prede-
termined, if everything is carefully
designed to slot into place, the end
effect is often that the student does
not need to think at all; this is hardly
the desired result. The British pro-
fessor and discourse analyst Jonath-
an Potter and the social psychologist
Margaret Wetherell speak of ready-
made discursive repertories (Potter
& Wetherell, 1987), which offers no
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TOTAL VISITORS AT SMK IN 2012: 429.692

NUMBER OF VISITING SCHOOL CLASSES. 1782 (37,882 STUDENTS)
NUMBER OF CHILDREN VISITING THE WORKSHOPS DURING WEEKENDS AND HOLIDAYS 4 563
NUMBER OF CHILDREN AND YOUNG ADULTS VISITING SMKIN 2012, TOTAL: 48,201

NUMBER OF YOUNG PEOPLE AGED 14 T0 29: 120,313 (28 % OF ALL VISITORS).

handles and closes off the space for
interpretation. For example, the use
of PowerPoint presentations has an
unfortunate tendency to being fully
conceived without paying heed to the
relationship into which it will enter.
That is why PowerPoint presenta-
tions are rarely regarded as signalling
interest in their recipients’ world. But
on the other hand dialogue and study
circles are not necessarily desirable
in all contexts. The balance between
openness and structure is discussed
in depth in the book Dialogue-based
Teaching.

In all our education activities we
now work concertedly to become
better at presenting our intentional-
ity explicitly and at carefully con-
sidering our invitations to offer up
interpretations. When we open up a
dialogue we must also set aside time
to explore and challenge the pupils’
and students’ landscape of experi-
ence. Barnett Pearce (US) is among
the educational theorists who have
worked intensively with communica-
tion and with the creation of social
worlds. According to him words have
no meaning in themselves, but only
uses within contexts. A speech act
is always surrounded by episodes
(something that precedes 1t), rela-
tions, identities, and culture/context.
That is why we run the risk of our
speech acts facility to have the effect
we intended. Dialogue evades us, or
the message is misunderstood. It is
important to keep this point in mind
in teaching situations, but also when
entering into partnerships. Aware-
ness that a speech act will never
stand alone can promote co-opera-
tion, e.g. by heightening awareness
of our own self-image and canonised
narratives.

PARTNERSHIPS
Part of the work on nurturing learn-

ing and creativity in 2012 was infused
by a desire to enter into new and close
co-operation with partners outside
the museum itself. New alliances pro-
vide us with new perspectives. This
is important, for it can be difficult
to see the narratives and preconcep-
tions that you may be bogged down
by. The US psychologist E. Sampson
speaks of the dangers of operating
with too many implicit standards.
We usually need the gaze of others to
see our implicit standards. No-one
can see themselves from the back.
And if we only speak to ourselves
about ourselves we run the risk of
turning our users, and perhaps even
our colleagues, into the serviceable
other which is another concept bor-
rowed from Sampson. The serviceable
other is a person whom we embed in
our own reduced universe instead of
viewing them as part of an important
learning relation. The importance
of seeing the other as a key learning
relation was the reason why 2012
also saw us embark on more targeted
efforts aimed at the interns we receive
every year from teacher’s colleges in
order to ensure that more knowledge
and reflections trickles back from
them to us.
In 2012 we also developed, tested, and
evaluated a major pilot project and
teaching programme: Kunstkatapult
(“Art Catapult”). The objective was
to enhance professional dialogue
between schaols and the museum in
order to ensure that the museum is
incorporated in schoal curricula as
a regular resource for learning. The
course evolved through co-operation
with teachers and pupils from various
schools and with input from a com-
mittee consisting of competent out-
side forces with practical and theoret-
ical insights from various professions,
fields of study. and institutions.

The ULK Art Labs holds extensive

experience with thinking in terms of
partnerships, co-productions, and
user involvement. The ULK Art Labs
consist of a creative and social com-
munity for young people at SMK ~
online and onsite. The objective is to
make art and the museum accessible
and relatable to all young people.

In 2012 the ULK Art Labs co-
operated with the Roskilde Festival,
where the art pilots worked with
festivalgoers to createTankeverk
(“Thinking Work”), a 104-metre wall
for writing on, as well as a liquid
installation entitled Liquid Lounge.
In a move typical of ULK the projects
were envisioned as dynamic and with
users as co-creators. 2012 also saw
the emergence of the app TALES,
which was developed by young people
from the Frederiksberg Library and
art pilots from ULK. To me, one of the
major advantages of ULK resides in
the ahility to focus on the temporary
and to place the institutional aspect
in parenthesis — without losing its
link to the institutional setting.

The ULK Art Labs also challenge the
museum internally, prompting us to
resist conformity and giving us all a
wider potential when reaching out.
One concrete example of an internal
collaborative project was provided by
the 2012 exhibition [lluminated. This
event marked the first time that the
SMK’s young art pilots helped co-
create an exhibition at the museum,
and this quite naturally raises the
question of what they contribute?
Our experience is that the young
people contribute insights into what
is relevant to their world, and they
help generate new knowledge through
their dialogue with us, e.g. visually in
the form of innovative presentation
and exhibition designs. The young
people help generate new knowledge
about how research-based informa-
tion can become part of their outlook



