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Forord ~

Rapport nummer 10 i Institutionen for estetiska imnens rapportserie innehal-
ler tv4 utvirderingar av kulturprojekt i skolan. Utvirderingarna ir utforda av
Anders Marner och Hans C)rtegren, Institutionen for estetiska imnen, Umea
universitet. Utvdrderingar av kulturprojekt som gar utéver det rent dokumente-
rande ir inte sirdeles vanliga. Det sammanhinger med att de medel som finns
for att genomfora projeke sillan ricker till analys efter genomférandet.

Fantasy Designprojektet genomférdes 2003—2006 i Finland, Norge, Dan-
mark, Skottland och Belgien. Idén bakom projektet var att tydliggora design
som ett viktigt omride genom att fokusera designundervisning i skolan. Ut
virderingen Evaluation of the International Fantasy Design Project firdigstilldes
2006.

Konstprojektet "Som nu ungefir” utvecklades av Lars Cuzner f6r Kulturver-
ket vid Umed kommun. Det genomf6rdes senhésten 2005 och varen 2006. Us-
virdering av ett samtida konstprojekr — Som nu ungefir inrapporterades 2006.

Frigor som diskuteras i utvirderingarna ir bl.a. top-down och bottom-up
processer, elevernas roll och vikten av fullbordade kommunikativa processer,
lirarnas passiva eller aktiva roll i projekten, vem som iger projekten och en
distributiv kultursyn.

Institutionen for estetiska imnens rapportserie, som ges ut av institutionens
vetenskapliga rid, kommer framéver att heta 7ilde, (-). Beteckningen tilde
kommer frin spanskan, ursprungligen frin latinets titulus, en typ av romerska
inskriptioner pd sten. ~ dr ocksa ett diakritiske, sirskiljande tecken som forind-
rar en bokstavs uttal eller betoning.

Umed december 2007

Anders Marner
Hans C)rtegren
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Evaluation of ~
the International
Fantasy Design Project

Abstract

The Fantasy Design project promoting design education in the school was implemented
in close cooperation between five European countries Belgium, Denmark, Finland,
Norway and Scotland between 2003 and 2006 and with funding from EU Culture
2000 Programme. The evaluators have made visits to The Lighthouse in Glasgow and
The Design Museum in Helsinki. The evaluation includes observation of design educa-
tional situations and of the international exhibition. Coordinators on international and
national levels and actors such as teachers, design pedagogues and designers have been
interviewed. Documents such as the EU-application, The Fantasy Design catalogue,
websites, national and self evaluations, magazines, articles, TV programs and pictorial
documentations of different parts of the project have been studied.

In each country schools and designers worked together with the concept of creating
”Fantasy Designed” products. Some of these were put on show in an international tou-
ring exhibition. The total sum visiting the international exhibitions in Helsinki, Gent
and Glasgow were 76 600 visitors. The touring international exhibition and the national
and the local exhibitions gave visibility to the pupils” efforts and to design education in
schools. Several national introductory courses and continuing education courses have
been arranged for the teachers and an international teachers” seminar was arranged in
Oslo. Material for educational projects was produced, including the catalogue used
in the exhibition. On the website other educational material could be downloaded by
teachers to use in their design education. Cooperation and means for bringing pupils
and designers together were successful.

The project has reached its objectives according to the ones mentioned in the app-
lication. It has a focus on complete communicative processes, which means that the
pupils have been taken seriously in their work. Fantasy Design also focus on teachers’
continuing education, which creates sustainability to design education in school. It is
forward-looking in its ambition to educate for creativity and cooperative win-win situa-
tions between institutions such as schools and museums, and also between countries.



Preface

The coordinator of the international Fantasy Design project, Leena Svinhuf-
vud, invited Senior lecturer, Ph. D. Anders Marner and Senior lecturer, Ph.D.
Hans Ortegren, Department of Creative Studies, Umea University, Sweden, to
evaluate the international Fantasy Design project. The assignment was to eva-
luate the relevance, efficiency, outcomes and effects of the project. The methods
chosen for the project was to be compared with its aims and targets. Coopera-
tion between the partners and with the participants in all the countries, coope-
ration with different kinds of networks and interest groups in all the countries
should be evaluated.

Methods

The method in the evaluation includes a visit to the exhibition opening and
the partner meeting in The Lighthouse in Glasgow and to meet the project
management in The Design Museum in Helsinki. It includes observation of
design educational situations and of the international exhibition. We also have
interviewed coordinators on international and national levels and actors such
as teachers, design pedagogues and designers. It also includes studies of docu-
ments such as the EU-application, The Fantasy Design catalogue, the interna-
tional and national Fantasy Design web-pages, national evaluations and self
evaluations, magazines, newspaper articles, posters, TV programs and pictorial
documentations of different parts of the project.

The evaluation is separated in three main parts: conditions, realization and

outcomes. It ends with a discussion.

Conditions

Fantasi design 1

'The project Fantasy Design has its background in a Nordic project (1998-2000)
also called Fantasi Design (fantasi is Swedish for fantasy), which were funded
by the Nordic Council of Ministers. In this first project schools, designers and
institutions in Island, Sweden, Finland and Denmark participated. The con-
ception of the first Fantasi Design project is to a great level connected to Arja
Hérhammer (Arja Horhammer Ltd.) and museum educator Ingemar Brandén,



Kalmar Art Museum in Sweden. The idea of an exhibition of school children’s
design was supported by Kalmar Art Museum, engaging Ingemar Brandén and
exhibition curator Sten-Ake Silverin to a project with the support from Svensk
Form. The project was connected to a Swedish governmental commission re-
port stressing the need of clarifying a Swedish design policy, where school was
seen as a vital part (Swedish government 1997). Sweden was responsible for the
touring exhibition in the first Fantasi Design project (hereafter Fantasi Design
1).

The Fantasi Design 1 project was a Scandinavian idea, and can be seen as
a pilot project to the second project (Bak 2005a). The realization of Fantasy
Design followed a concept that already had been applied and had proven to be
working. The experiences of the first project were used and developed in the
second. Some participants have been working in both projects: Lena Svinhuf-
vud, Design Museum in Helsinki and from Finland Arja Hérhammar, and
Henrik Bak, Art-teacher and teacher educator from Denmark. Henrik Bak was
connected to the first project through personal contacts at the annual Nordic
course for Art teachers. Thus, the project is from its beginning connected to
both education and museums. The concept of Fantasy Design was not fully
developed from the beginning. Several different points of views were at hand at
the same time. The Fantasy Design concept has successively developed during
the processes of the two projects. However also the first project provided edu-
cational material to schools and used designer visits. It also involved a teachers’
seminar and an international conference on design education for teachers was
held in 2000 at Hanasaari/ Hanaholmen in Espoo, Finland.

The Finnish national design strategy (Muotoilu 2005, Valtioneuvoston pe-
riaatepditos muotoilupolitiikasta 15.6.2000) stated in 2000 that design was to
be a part of comprehensive school curriculum (Finnish government 2000). The
recent renewal of the National Core Curriculum for Basic Education 2004 (Pe-
rusopetuksen opetussuunnitelman perusteet 2004) promoted design in several
subjects, such as Art, Sleyd (Craft), mathematics, scientific subjects and home
economics, and the issue of design education became more important in Fin-
nish schools. Fantasi Design 1 had a direct impact on the new curriculum.
However, teachers did not have enough competence and educational materials
in design education, which led to an educational problem coming up. In Nor-
way, design had been a part of school curriculum since 1997. Norsk Form had
developed teaching materials, yet there had been problems in using it, and there



was a lack of competence in design among teachers, according to the interview
with Heidi Dolven from Norsk Form.

Thus a rising public, educational, governmental and political interest in de-
sign in the Nordic countries, and at the same time a lack of understanding de-
sign at depth, can be seen as a climate supporting the Fantasy Design initiatives
in museums and schools.

The international application
Purposes of project
According to the international application the purpose of the project was to ar-
range situations where pupils and students work with design processes together
with professional designers and thus increasing their design awareness as future
consumers. Another purpose was to produce teaching materials and to make
information available on design issues mainly to teachers of crafts and arts
subjects in schools of various grades. Yet another purpose was to support de-
sign education in schools by exchanging ideas for future cooperation between
schools in the various participating countries.
The objectives were:
1. To influence the visibility and role of material culture and design in
education in schools.
2. To provide teachers with domestic and international training.
3. To produce material for educational projects.
4. To realise a set of web pages in the national languages of the project.
The pages will provide information on the project and guidance in con-
tent for pupils and teachers, and will present the results of the project.
5. To develop cooperation and means for bringing schoolchildren and
designers together.
Anticipated results were improvement of awareness among schoolchildren of
product design and material culture. It was stated that contacts would be taken
between designers and schools and training sessions for teachers were to be
held with new and permanent practise as an objective. Most important result
was supposed to be an international exhibition of designs made by the school-
children and their prototypes made by design intensive companies (which will
be a part of the design education in the schools). The processes of the project
would be documented and compiled in a publication and production of new
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educational material would be important. It was expected that the exhibition
would generate discussions of design in everyday context and promote issues of
design in schools.

Approaches and methods

The project was to be implemented in close cooperation between the partners,
which were: Design Museum Gent, Belgium; CVU Zealand - Hindholm So-
cialpaedagogiske Seminarium, Denmark; Design Museum Helsinki, Finland;
Norsk Form, Oslo, Norway and The Lighthouse —Scotland’s Centre for Archi-
tecture, Design and the City, Glasgow. Of these organizations one is a teacher
education institution, one is a governmental design organization and the others
are design museums on different levels. The management of the project was
taken care by the Design Museum Helsinki. Regular plenary meetings were to
be held and the website was to be used to secure exchange of ideas and continu-
ous evaluation. Regular plenary meetings were to be held and the website was
to be used to secure exchange of ideas and continuous evaluation. The Design
Museum in Helsinki would have a special responsibility for international infor-
mation of the project.

This cooperative project is in the application described as a win-win-pro-
ject where the beneficiaries are all joining actors: schools (schoolchildren and
teachers), cultural institutions, designers and other design professionals inclu-
ding the co-joining companies. Also public, children and adults were to benefit
from the Fantasy Design project.

Location of activifies and relevant dates

Project activities were to take place in one or several regions in the participating
countries. Between May 2003 and September 2003 presentations of national
programmes and the opening of the website were to occur. Activities in schools
- the designer visits and workshops for pupils - teacher training and production
of teaching material were planned between September 2003 and April 2004.
The national and international juries of the exhibition were supposed to be ac-
tive between April 2004 and June 2004. In August to November 2004 contacts
with design companies were to be taken for preparation of prototypes. The
planning and designing of the internationally touring exhibition were to take
place between September and November 2004. Presentation of the exhibition



in Helsinki and Gent were planned from January to May 2005 and in Glasgow
from September to November 2005. The dismounting of the exhibition and the
return of the works to the co-organizers and final reports were to be finished
30 April 2006.

Acivities, goals and impact: Workshops and visiting designers

According to international application, activities were to take place in all parti-
cipation countries simultaneously, with similar methods to achieve the objecti-
ves and purposes of the project.

During one school year, from September 2003 to April 2004 pupils of dif-
ferent age groups, with focus on upper compulsory and upper secondary school,
including special schools, would have opportunity to work with professional
designers in workshops. History of design and the multi-disciplinarity of the
design process would be studied in relation to its importance to everyday life,
consumption and environment. The amount of workshop activities would dif-
fer between countries and schools. The workshop activities would inspire crea-
tivity, increase understanding of design and to ease decisions in consumption
and in relation to environment. After carrying the workshops through the ex-
pected results would be that several school classes have been working with the
design process, improving knowledge and skills, producing a great amount of
ideas and models from which a selection would be made for the international
touring exhibition. Expected results would also be new permanent practices,
means and methods for designers and schools to work together.

The designers would represent various areas of art and design and the num-
ber of visiting designers would vary between countries. To achieve authenticity
the designer would tell about his/her work and field trips to factories and com-

panies would also be arranged where possible.

Activities, goals and impact: Teacher training and educational material

According to international application at least two training sessions with de-
signers and other professionals were to be held in each country in the form of
workshops and lectures. A contemporary view of design in relation to business,
industry and society would be emphasized. Due to lack of teaching material in
design, there is a need of teachers” manuals and theoretical studies in design
education. Thus the project would focus on design education for teachers in
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Art and Craft published in print and on the web, beginning September 2003.
This material would also be a report and documentation of the project and a
channel for exchanging information and knowledge in the network that will
be built up. Teaching material would be presented in different national langu-
ages. Expected results would be better knowledge and skills for teachers in
design, design education and exchange of ideas.

Acivities, goals and impact: The exhibition

According to international application around 60 to 90 works created by pu-
pils of the participating schools during the school year would be chosen for
the international exhibition. An international jury of designers and design
professionals would select the works. Many selected works would be made
into prototypes in design-intensive companies, and the pupils would in this
process get an authentic picture of how products are created in companies and
to demonstrate what an exhibition process is like. Also the pupils” families,
teachers, and citizens in general visiting the exhibition would partake and gain
from the process and the exhibition. The exhibition would also be used as a
tool for design education. Publicity for pupils, schools and for design educa-

tion in schools were also objectives.

The application received funding

'The partners were invited to Helsinki two times before sending the application
in. Kalmar Art Museum of Sweden was still a partner during planning. Due to
problems with national co-financing Kalmar Art Museum one of the partners
in Fantasi Design 1 could not continue as a participant in the development of
the second project. This happened two weeks before the deadline of applica-
tion. However, The Lighthouse, Scotland’s Centre for Architecture, Design
and the City, became a partner. Design Museum, Helsinki, Finland, already
had good contacts with The Lighthouse concerning exchange of exhibitions.
The Lighthouse also already had quite extensive and developed pedagogical
activities. This new co-operational part actually saved the project, since at least
five partners were needed for the EU Culture 2000 Programme. Denmark was
a partner already in Fantasi Design 1, and continued to cooperate. Norway
and Belgium joined, they had earlier contacts with Design Museum in Hel-
sinki, but were not partners in the first project. The last partner joining was
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The Lighthouse, Glasgow. The ideas from the first project were introduced to
the new partners. However, Belgium and Scotland already had a good under-
standing of the educational perspective of the project. All partners planned the
project together and could thus feel that they owned it nationally (and locally).
'The Finnish National Board of Education participated in the project planning
and evaluated the international plan and the project could use their name in
the EU-application. The Fantasy Design application received funding from the
EU Culture 2000 Programme. The programme and budget were ready 15 years
before the project started.

Realization of the project

International level
Points of departure for the Finnish team, which co-ordinated the project on
the international level, were to use the experiences of Fantasi Design 1 (1998-
2000), but to develop the content of the project, to increase its visibility and to
move design pedagogy to everyday education. Main actors on the internatio-
nal level and leading group members in Finland were educational curators Pia
Strandman (2001-2004) and Leena Svinhufvud, holding the project leadership
and having a managerial and pedagogical responsibility and Arja Hérhammer,
Arja Horhammer Ltd., who handled the budget planning and follow-up and
the exhibition management. Also participating in the international project at
the Design Museum Helsinki were museum director Marianne Aav, economist
Anne Kallinen and project assistants Hanna Kapanen and Liisa Aholainen.
The project planning process was managed by Pia Strandman and Arja Hor-
hammer. Having personal experience of Fantasi Design 1 and also professional
knowledge of exhibition production it made it easier to present the new project
to partners, to write the application and to make a realistic budget. There was
knowledge on the costs of staff, services and products. Some of the participants
in the first project also joined the second, which showed that cooperation was
possible, and that the project was reliable. In relation to the first project the new
project had an enhanced ambition to develop educational aspects, methods etc.
of design education. The catalogue was to be aimed at teachers and was to be
seen as educational material. Better printed matter and a better website were

ways to develop the visibility of design education.
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The international cooperation was based on written contracts and the actors
had an economical responsibility. The contracts were hierarchical so that dif-
ferent contracts were not formulated in opposition to each other. Two types of
budgets were used, one with the EU budget structure and another, for internal
use including a list of responsibilities, a timetable and a list of activities etc.
National partners also had their own budgets and were responsible for local
financing. National budgets were part of the international budget and it was
important that every country made it themselves being best experts on local
costs. There was a demand from EU that participating countries were to have a
minimum corresponding no less than 12 % of the EU-budget each. Partners re-
ported every half a year to the international management and the management
reported to EU twice during the project. According to Arja Horhammer (inter-
view) the economical relations have been good in the project. An ambition was
openness and transparence in economical matters and activities.

The international jury met in Helsinki in August 2004 and selected works
for the international exhibition. 233 works were submitted to the jury. A first se-
lection had previously been done in each country. The jury consisted of design
professionals from all participating countries: lecturer Kjeld Ammundsen from
Denmark, designer Katty Barac from Scotland, industrial designer Per Farstadt
from Norway, industrial designer Eero Miettinen from Finland, and furniture
designer Dirk Wynants from Belgium. 65 works were chosen for the exhibition.
The jury focused on the significance of fantasy in their selection and was im-
pressed by the enthusiasm of the pupils to connect to their own environment,
to comfortability, to more fun aspects of design. Feasibility and utility seems to
have been less important criteria for the selection.

After the jury meeting all works were returned and the following production
of prototypes were nationally organized. Half of the chosen works were develo-
ped into prototypes or 1/1 models. Architect of the international exhibition was
Hannele Grénlund, Finland, a freelance architect. The total sum visiting the
international exhibition in Helsinki, Gent and Glasgow were 76 6oo visitors, 14
000 in Helsinki (8.4 — 15.5 2005), 43 000 in Gent (28.5 — 25.9 2005) and 19 600
in Glasgow (29.10 2005 — 15.1 2006). The catalogue layout was made by Maria
Appelberg/ Station Mir in Helsinki. Editors were Hanna Kapanen and Leena
Svinhufvud. The catalogue contains a book with reports from the manage-
ment, from co-ordinators in all participating countries, articles of teachers and
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designers, extracts from interviews with pupils and exemplary methodological
advices. It also includes a set of cards with pictures of all works in the exhibition
joined the catalogue. The cards were made of cardboard and had information
of the work on several languages. They can be used in classroom situations for
studying.

Pekka Piippo of Hahmo design in Helsinki developed the logotypes for the
project, four different variants of combinations, a lizard combined with a chair,
a coat with earphones, a bike with a Walkman etc. These combinations sug-
gest a process of creating something new from something you already have.

Maria Appelberg made the layout for the poster, the postcards and a series of
sketchbooks.

The teachers * seminar
The international teacher’s seminar on November 13-14th in Oslo was organised
by Norsk Form. Over so teachers and design educators, and also a couple of
pupils, from Belgium, Denmark, Finland, Norway and Scotland assembled.
Projects from participating countries were presented by national coordinators
and teachers. Lectures and workshops were held by researchers and professional
designers and focused on contemporary social issues in relation to design.
Peter Opsvik, furniture and industrial designer, highlighted in his lecture the
aim of design education to create critically and creatively thinking consumers.
Social scientist Erling Dokk Holm discussed design in relation to ideology and
branding. Branding sets immaterial qualities to material objects and concepts
such as quality get blurred. He sees revealing strategies of brand building as
important in school. Architect and designer Niels Peter Flint was critical about
marketing-focused design and pointed to ethical solutions and sustainable de-
sign. New technology is inevitably changing our lives. Flint also held a work-
shop on the same theme. Two other workshops on design process and design
and identity were held by industrial designers lan Sandmel and Tore Brustad.
Workshops and informal gatherings were a forum for personal contacts and

discussions on national and international levels.
National level

In the realization of the project the initiative was on national level, even though
international steering group meetings were held regularly. National coordina-
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tors were, in Belgium Bernadette de Loose, Design Museum Gent, in Denmark
Henrik Bak, CVU-Zealand, Hindholm Socialpaedagogiske Seminarium, in
Finland Leena Svinhufvud, Design Museum in Helsinki, and in Scotland Les-
ley Riddel, The Lighthouse — Scotland’s Centre for Architecture, Design and
the City, Glasgow. In Norway Solveig Olsen Fjervik, Cathrine Kullberg and
Heidi Dolven, Norsk Form, were national coordinators in different parts of the
process.

Belgium

Bernadette de Loose, coordinator of the Fantasy Design project in Belgium,
states in an interview with the evaluators that the main reason for participating
in the project was to stress the importance of design in schools in Flanders.
Design in schools in Belgium is not included in the curriculum, so that was a
good reason to participate in the project to mark importance of design in daily
life and social functions of design. Also important is elaborating methods for
teaching about design, but in order to do so, the knowledge of importance of
design in schools for teachers in first place is a key factor.

Therefore a lot of time and money (9 ooo Euro) for workshops was spent to
have designers teach and work in classes. 25 designers held three workshops in
45 different classes with 750 pupils between ten and 16 years old. 18 teachers in
ten eastern Flemish schools took part in the project between January and June
2004. Evaluation and translation has cost a lot also. In total the three work-
shops spanned from one day to some weeks. Ten teachers from Flanders were
participating in the Oslo teacher’s seminar. Money has also been received from
the government in Flanders. EU funding covered part of the costs for promo-
tion, and also other national partners shared the financing of parts of the pro-
ject. The Design Museum Gent has put the most money into the project. The
national seminar day, 21 of September 2005, with participation from around 70
teachers, was paid mostly by the museum.

Bernadette de Loose states that the richest empowerment has been for the
teachers, design is now a less unknown world for many teachers. The teachers
followed the workshops, just as the pupils did. The importance to bring in
designers into the schools was a shared perspective from both pupils and the
teachers. The exhibition, also the catalogue and the network between the five
countries, and between teachers, museums and designers are all fruitful out-



comes of the project according to Bernadette de Loose. The museum already
had a good co-operation with designers. The new thing with Fantasy Design
was that designers and teachers worked together. The fact that invited schools
in the neighbourhood of Gent that already had contact with the museum were
interested was expected, but it would have been nice to get in touch with more
“new” schools to the museum.

The awareness of the work designers do in our society can lead to less tradi-
tional and narrow drawing lessons in Art, and new perspectives of the subject.
A good deal of the teachers, she thinks, will continue working in this way. Also
visits to the Design Museum Gent have augmented, and these collaborations
have been prosperous.

The selection to the exhibition was made through three steps. No designers,
and no teachers have in fact made selections. A first selection among some 800
ideas was made by Bernadette de Loose and her colleagues. All items were on
show. Together with log-books (something pedagogically new) they made a
selection based on around 200 good ideas. Then they constructed a national
jury, consisting of experts in education and design and the director of the mu-
seum. They selected 90 works to be sent to Helsinki as small models. A few of
those were finally selected for the exhibition, of which some were turned into
prototypes.

A good illustration of the cooperation between pupils and designers are
quoted from interviews with students from Belgium, sent in by Bernadette do
Loose as part of an interview with pupils from Belgium. In T.I. Sint — Laurens
Maria — Middelares Secondary School in Zelzate the coaching designer Klaas
Borms has worked with, among others, then 15 years old Sarah Vermuelen. She

says in the interview:

... We both wanted to do something with a perfume bottle. We rack-
ed our brains and finally came up the idea of a piglet: a small figure that
can be opened and that contains two different smells. Everybody says
that pigs stink. Well, we made a pig that doesn’t stink. We liked that.
We were very pleased with the result. But I never thought it would pass
the selection phase.
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Sarah also mentions the many problems they had with making the model, and
how they had to start all over again several times, but were encouraged to keep
on working on such a good idea. This gives an example of how the designers
worked with the students to help turning ideas into final results, encouraged by
meeting the designers three times during the project.

It is worth noting that the international exhibition was generously exposed
both in time and space at the Design Museum Gent. It attracted 43 ooo vi-
sitors. Furthermore it was also complemented by a national exhibit of works
from students that were not selected in the international exhibition. This made
possible a wider exposure of works from different schools, ages and tasks that
were chosen in the participating schools in Flanders, and could also give extra
inspiration for participating schools and students visiting the exhibition. The
exhibition also included works by some of the participating designers paralle-
ling their working methods to those of pupils. Thus in fact the Gent exhibition
consisted of three exhibitions! A national Fantasy Design magazine was also
published in conjunction with the international exhibition in Gent.

Denmark

In Denmark younger children from class o (pre-school, age 5) to 2nd class,
groups from after-school centres, a special school 4th class, and several classes
in primary and lower secondary schools participated in the project. Design
education may, according to the Danish perspective, take place in all kinds of
institutions or schools of all levels. Also pupils from a boarding school (9th-1oth
class) and private schools joined the project.

The ambition was to reach interested teachers with an informational leaflet
and invitations to courses and inspirational afternoons. However, information
mediated through county administration did not work so well. The solution
was direct contact with known potential participants (Bak 2005a), of which
some were participating also in the first Fantasi Design project.

The Danish project was open for all parts of the country. However, mostly
for practical reasons, schools and institutions in local relation to CVU Zealand,
the institution steering the national project, and in Copenhagen, were primary
target groups. Teachers who normally do not work with arts, crafts or design
were involved in many of the projects, since the Fantasy Design project was
multidisciplinary and since primary and lower secondary schools were invol-



ved, where teachers often are not specially educated in Art and Craft.

During the winter of 2003/2004 a number of workshops were arranged to in-
spire the teachers in cooperation with Kunstindustrimuseet (The Danish Mu-
seum of Art and Design) in Copenhagen and other institutions. The themes
of the workshops were: “Documentation, culture and cooperation”, “Ecology
and recycling”, “The design process and graphic design” and “Design in change
and new forms of exhibitions - about fantasy, narratives and immateriality in
design”. About 20 schools and institutions have been directly or indirectly in-
volved in the project and thirteen of these institutions have worked in actual
design projects in collaboration with museums, designer studios (e.g. Louis
Poulsen (manufacturer if the PH-lamp), Bygmester, craftsmen and others. All
local projects resulted in public exhibitions.

Of economical as well as pedagogical reasons the local participants decided
the extent and substance of the project (themes, duration, age group etc). The
local participants were supposed to contact local partners in the project. Ho-
wever, CVU, as steering organization, offered support in relation to authori-
ties, museums etc. Also workshops and consulting, concerning documentation,
mediation, exhibition and jury assessment, were offered.

In the Danish project efforts has been made to develop a possible design edu-
cational concept. The democratic aspects were an important part of the project,
according to Henrik Bak in his report from the Danish project in the catalogue
(Bak 2005b) and later in his report (Bak 2005a). Teachers and other adults were
to emphasize that children are an equal group in society by taking their designs
seriously. One way of doing this is to present the children’s work in public, and
thus create an exchange between school and society. Another democratic aspect
is that the local projects were autonomous to a high extent, which also gives
responsibility to schools, teachers and pupils.

In spite of local autonomy some principles were considered compulsory in
the local projects, such as the public exhibition of the pupils works, the inside/
outside perspective. This perspective was seen as multi-disciplinarity, on the
one hand intern, focusing on relations between school subjects. On the other
hand it was seen as external, focusing on relation with the local community,
trade and industry, especially designers and artisans (studies of different activi-
ties, city tours, visiting shops, exhibitions and workshops).

Both the local projects and the exhibitions were presented on the project’s
national web page, www.designfantasi.dk, and also on the international ho-
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mepage. The pupils” works were presented in museums or public institutions,
outside of school. This public approach gave the pupils and teachers an expe-
rience of being part of an international and a forward-looking project. The
pupils” evaluations confirm that public exposure had a great impact on their
experience of the project. A teacher at a special school describes the pupils’
designs of "City of Boxes”, buckets of plastic for storing things, with pictures
of houses, streets and cars on the sides and bottoms of the bags, becoming a
city when placed together. During research ”We visited some shops in the city,
such as "Book & Idea”, which is situated at the city centre. Later, we exhibited
our project there!” (Teachers’ and pupils’ comments from Denmark in Kapanen
& Svinhufvud 2005:74).

Other guideline for the Danish approach was that the project is not just
a competition. However, the selection made by the jury states that also the
quality is seen as important. The process is most important, yet the product is
seen as a motivating factor in relation to the process. Documentation is seen as
important in the Danish concept. The presented works were accompanied by a
documentation of the process when presented in public.

The pupils were supposed to design according to their own interest. Ho-
wever, this does not mean relativity of values or a laissez faire ideology in de-
sign education, since there also is a relevant educational perspective in design.
Rather, this suggests a negotiating responsible personality (Bak 200sa). A com-
mon denominator for pupils and teachers may be seen as a frame of education,
which is connected to another, and somewhat opposite ambition to highlight
autonomy.

Creativity was considered important and that suggests that the fantasy as-
pect of Fantasy Design was highlighted in the Danish interpretation of the
project. That can partly be seen in relation to the focus on lower levels of com-
pulsory school. One of the teachers explains in the catalogue: “I asked them
not to think of what is possible, but to use their imagination. What would
they wish their shoes could do?” However, a social and industrial design aspect
was apparent in this specific local project, since the pupils worked in “design
offices” (Birk (2005:77), Miriam “Mim” Birk, painter and teacher, Billedskolen
in Tvillingehallen.).

To give room for fantasy and creativity a narrative approach to design edu-
cation is suggested (Bak 2005a). Instead of for example focusing on design of
chairs or cars a narrative problem is suggested. A theme is placed in an activity
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suggesting a temporality; a course or a change, which gives wider associations
and wider possibilities to solutions. According to Bak the human need for mea-
ning is naturally organized in the triad of the story, past, present and future. A
story also can be arranged dialogically, in a sender and a receiver (Bak 2005a).
All senses were to be highlighted in the process and an ecological aspect
present. The pedagogical process should be complete, including goal directed
observations, problem solving, analysis of different materials, testing, experi-
ment and further development. Studies of surroundings in order to increase
consciousness may support interaction. Pupils are confronted with the way
things are produced and how products influence their lives. When asked to
imagine how things could be made different, and then also to make something
different, they may learn that it is possible to influence their own lives. To have
experienced this is basic for an experience of freedom and also for democratic
behaviour.
Henrik Bak (2005b:71) concludes:
The combination of education and design is a dynamical evocative edu-
cational challenge. Italso confirms that “design” should be a compulsory
object in any kind of education aiming at pupils being able to research,
to be curious, to investigate, to cooperate, to negotiate, to experiment,
develop and last, but not least, to express themselves.

Finland

In Finland there was a focus on the upper-levels of comprehensive schools and
upper secondary schools in the invitation for participation. The application
process for participating in the project, was arranged in collaboration with the
National Board of Education and other educational organizations.

In the application for joining the project a co-operation between subjects
were demanded, two or three teachers in different subjects, Craft, Art and na-
tural sciences, were to cooperate. However it seems that Art teachers were the
most common teachers to participate. According to Hanna Kapanen, from the
Design Museum, when visiting the museum it was very often an Art teacher
following the group. 93 applications were submitted, but 30 schools were the
maximum amount to be chosen by the expert panel. The participating schools
were to be both Finnish- and Swedish speaking schools, and situated in dif-
ferent areas of Finland. Also special schools joined. 2 400 pupils from contem-
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porary and upper secondary schools participated. In comparision, in Fantasi
Design 1 only schools from the Helsinki area participated.

The Fantasy Design project started in schools in autumn 2003 with the
teachers receiving an introductory letter and teaching materials. Continuing
education courses were held in late October and early November in Helsinki
and Vaasa (in western Finland). Design projects in schools were presented and
workshops were held by professional designers, chosen by the Design Museum
jointly with the Finnish Association for Designers orRNAMO. Later, in spring
2004, continuing education courses were held at the Design Museum in Hel-
sinki in connection to the opening of the Plastic Studio and in 2005, when the
international exhibition opened. In the teachers’ seminar, which was arranged
in Oslo, twelve Finnish teachers and two students from six schools participa-
ted.

Eleven designers from various parts of Finland, and with different focus on
their design, were visiting schools, each visiting one to five schools. Most often
designers from small studios participated, some of them joining the project
for publicity and some, one can presume, just for being paid for it. The pupils
also made excursions to designer’s studios, for example to West Finland Design
Centre MUOVA in Vaasa. In Finland there was a co-operation between Fantasy
Design and the Finnish Association for Designers, oRNAMO.

It was decided that all schools would be offered the teaching material and
training equally, and the rest was up to the schools and the teachers. Thus not
all schools had designers’ visits and some schools left the project not completing
it.

Three or four works from each school were selected by the schools to the
international jury. The chosen items in Finland reflected the tradition of “good
design” in the country. 21 schools submitted totally 71 works, of which 18 object
concepts and one visualization of a process were chosen by the jury.

A lot of schools had their own exhibitions of the works done in the project
and this was thought to be of importance both by the schools and the pupils.
The Finnish pupils were especially eager to present their individual works on
the website of Fantasy Design — 234 works out of the total of 349 were from
Finland.

Eight companies participated in the creation of full scale models or proto-
types. The pupil could together with professionals, in the extended process of

23



prototype production, get a more complete understanding of the design pro-
cess, including also production. Companies also invited school classes for visits.
‘This means that also social and industrial aspects of creativity and design has
been a part of the process.

Arja Horhammer had already made contacts with Finnish companies and
designers when prototypes were to be made after the international jury had
decided which works were to be exhibited in the international exhibition. She
had contacted about 40 companies by letter and phone beforehand to scan the
interest towards the project. Companies were chosen from the point of view
that their manufacturing suited the production of a special work. 19 companies
were positive to the project, and saw it as a part of their marketing. She visited
them personally half a year before the jury meeting and the second time after it
in order to quickly find the producers for the Finnish works. Actually some of
the companies were ready to pay for making the prototypes. These contacts are
a network that may be important in the continuing work with design education
in Finland.

The international Fantasy Design exhibition was one of the major events
of the official programme of the Finnish Design Year 2005. Design education
was accepted as a special theme for October thanks to the exposure of Fantasy
Design. During the exhibition the Design Museum in Helsinki had a co-opera-
tion with Finland’s premier commercial broadcasting company, MTv3 and their
The Children’s News. Pupils from grade 4 at a Helsinki school designed a stu-
dio, created images of the introductory logo and the music, which professionals
prepared for presentations. The pupils planned the programming of the news
and acted as editors. A speciality of the Helsinki exhibition was the Virtual
Studio; a workshop where it was possible to design a background for your own
newscast. Also other Fantasy Design activities ran during the exhibition, in-
cluding designing and moulding your own door handle, pondering the role of
right choice of materials in design with the Fantasy Design mug selection. The
Design Museum also had the Design Studio educational exhibition, exploring
design as a part of industrial manufacture and marketing. School groups visit-
ing were provided a task concerning issues of design. The permanent exhibition
was studied and also temporary exhibitions. Guided tours for 420 pupils were
held. A Fantasy Design newspaper about the national project was published in
conjunction with the exhibition in Helsinki and it was sent to all Finnish com-
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prehensive schools (almost 4 000). It also advertised the coming national theme
day for architecture and design (www.ampiainen.fi).

Teachers focused on the multidisciplinary aspect of the project, and co-ope-
ration between subjects. One of the teachers says that: "work in design is a
distinct whole that can include not only skill and arts subjects but also Finnish
language and other subjects” (Aimo Nyberg, Véyrinkaupunki school, Vaasa
(Svinhufvud 2005:23). However, a problem was to "combine different teachers
work since the pupils had shared classes only in Art”, says Marja Ora, Kara
school, Riihimiki (Svinhufvud 200s:23). Another problem was the disposition
of time in relation to timetables. A teacher says: "Not everything was finished,
even though classes scheduled for other subjects had to be used. Fortunately,
the first school week of August was made available. /.../ Again, we had to spend
a couple of days using the classes of other subjects, but the works were finished
in time to be shown to the jury.” (Marja Ora, Art teacher at Kara school, in
Riihimiaki) (Ora 2005:27). Multidisciplinary and laboratory experiments, such
as a design process, may cause tension in rigid timetables and in the planning
of other subjects.

Since the designer came to schools in different parts of the design process
they sometimes had the role of inspiration-giver in starting the process. Some-
times the designer "commented on the works and encouraged the students to”
productivize “their ideas and to invent narratives” (Aimo Nyberg, Véyrinkau-
punki school, Vaasa) (Svinhufvud 2005:23) A teacher says about the extension
of the visit of the designer that "There was not enough time. We would have
needed a whole day for the designer to guide the pupils and to give feedback. A
lecture is not enough.” (Maria Sortti, Veikkola school, Kirkkonummi) (Svin-
hufvud 2005:23). Another teacher says ”We should have these visits every year.
A professional visiting the school is always something more real than just tel-
ling about a designer.” (Paivi Anttila-Kilponen, Ruukki comprehensive school)
(Svinhufvud 2005:23). However, teachers also focused on what designers” vi-
sits could do to their own teaching: "This practical knowledge also helps the
teacher prepare assignments for other groups.” (Pauliina Marjamiki, Mikkelin
lyseo school) (Svinhufvud 2005:23). The designer Timo Sunila, designer at Fis-
kars Brands Inc., says in an interview that some teachers were passive and eager
to hand over the responsibility of the design process to the designer. Others
were more active and interested. The amount of time the designer got with the
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class depended on the school. In some schools a designer gave a lecture to the
whole 9th grade and then went on with workshops in specific classes, Hanna
Kapanen of the Design Museum says.

The participating schools sometimes already had an interest in design, and
were already working with a design project, when the Fantasy Design project
was offered. Marja Ora, Art teacher at Kara school, in Riithimiki, an upper level
comprehensive school says:

In the early autumn of 2003 we planned a cultural event called “Eve-
rything about the Spruce” for the yard and especially with reference
to its large spruce tree. When planning the event, we heard about the
Fantasy Design project, for which we applied and were accepted. (Ora
2005:25)

Thus the Fantasy Design project was integrated in the already planned
schoolyard re-design project.

A grill shelter, presented in the international exhibition, designed by the pu-
pils Tia Siltanen and Jenni Kaipainen, show that their design is rooted in the
everyday experience of the schoolyard. The production of the prototype was
made by a nearby company. They say:

The idea for the grill shelter came from thinking about what do for the
schoolyard, as there is really nothing there. We designed different kinds
of shelters, but chose a round type. The scale model was made of twined
grasses and brushes. The idea was a shelter made of natural materials.
It took all spring to make the scale model. The grill inside was made of
mud bricks, which we designed and fired ourselves. The Marjamiki wil-
low farm of Kangasala has promised to make a prototype of our shelter.
We visited them and agreed on constructing it. We were also shown
different varieties of willow (Kaipainen & Siltanen 2005:29).

Norway

Five primary and secondary compulsory schools in the Oslo and @Ostfold area,
with 270 pupils in ages from eight to fifteen years of age, were chosen to parti-
cipate in the project. Norsk Form was coordinator of the project. Just as in Fin-
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land Design Forum, in Sweden Svensk Form and in Denmark Dansk Design
Center, Norsk Form promotes and develops design in cooperation with trade,
industry and state. Several educational programmes have been developed for
schools of different levels. Norsk form has also arranged workshops for children
and young people.

The main purpose for participating in Fantasy Design was to develop met-
hods in design education. There was a gap between on the one hand the formu-
lations of the curriculum from 1997 and the intentions of Norsk Form about
design and on the other hand the relatively cool interest in schools, according to
Heidi Dolven of Norsk form, due to a lack of training offered to teachers.

Norsk Form arranged a one-day basic level start-up workshop for the teachers
in collaboration with a secondary school teacher and a professor in industrial
design. Themes that were covered: the design process, cultural and semantic
input into products, usability, ideas generation and the interpretation of form.
Different teaching methods were highlighted in the workshop, which also con-
tained practical tasks, e.g. to design cups to match specific fashion styles.

A brief teaching manual, including 15 pages, which contained a presentation
of the project, texts on design, the design process and design analyses were
produced by Norsk Form. It helped the teachers with basic design terminology
and to develop the project.

The educational material for pupils produced by Norsk Form, Design of Eve-
ryday Life, includes (one part which contains) a game with four products, with
a huge variety of functions and styles, products that we use in everyday life and
children relate to (a brush is anything from a brush to clean toilets with to apply
mascara with). For each of the four products, there are 30 object cards with
pictures of similar objects. By playing the game the pupils develop their skills
in describing function, colour and form of products. The exercise made them
aware of all the subconscious judgements we all constantly do on an every day
basis with products we normally do not reflect upon. Design of Everyday Life
also contains the design process step by step of one product from the four dif-
ferent categories. This educational material could be used to introduce design,
to experience and discuss it with the pupils. All the teachers have reported that
this educational material worked well as an introduction to design education,
and that it is still being used. Norsk Form also published inspirational articles
on the Fantasy Design website.
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Due to problems with financing only five schools could join the project.
Norsk form supported coordination and carrying through the project. State
funding from the Cultural Satchel ("den kulturella skolesicken”) was used for
designers visiting the schools. Workshops were held for pupils for two days
from October 2003 to January 2004 with industrial designers from Hareide
designmill in Moss. The workshop programme was developed together with
Norsk form. The first day of the workshop included theory and practise in
sketch techniques and studies in how clocks are designed. The second day the
pupils invented ideas for clocks, and went on through sketch modelling to the
final product.

The pupils had little or no earlier experience in working with the design pro-
cess. The feedback from pupils and teachers has been positive. The workshops
were at the very start of the process and were considered as motivating for both
pupils and teachers. Especially 30 model making early in the process appeared
to be motivating for a large number of pupils. Some pupils had a more cons-
cious approach to usability and the function of products. Reasoning ideas in
writing sharpened the ideas. The focus on fantasy supported the creativity of
some pupils and their will to explore their ideas, while others chose an easier
way out of the task. Discussions about consumerism were fuelled by their own
experience with designing a product.

Since Norway is an expensive country a higher funding locally was needed
than in other countries. Contacts that had been contracted earlier by Norsk
Form were used to some degrees. Hareide Designmill offered a lower price than
usual for hiring designers to schools. They were especially interested in design
education and were willing to work in the project.

It was decided that no educational national programme was to be formed
because of the pupils” differences in age, varying from eight to fifteen years of
age. The schools were to develop their own approach to design education. Ho-
wever, Norsk form recommended a multi-disciplinary approach, but this was
not required for participation. To transform the introductory material to dif-
ferent school years was for the teachers in some cases considered difficult, and
several more precise suggestions on how to work with design were requested by
teachers without specific competence in arts craft and design related subjects.
Some teachers also wanted a more developed monitoring from the project lead-
ers. In Norway coordination may have been challenging, also because of the
fact that there was a change of national coordinator three times.

28



The homepage has attracted interest and a lot of schools wanted to join the
project. Headmasters, teachers and parents in participating schools have been
engaged. Teachers have developed connections between the new curriculum
(1997) and new forms of working with design in schools. That this has been an
international project and that there was a national exhibition in Oslo created
a special interest. However, the impression of an international project was not
obvious for some teachers until the international teachers” seminar took place
in Oslo. The teachers also wanted the international exhibition to be shown
in Oslo. Thus the international link became rather weak in Norway. Some
teachers meant that the web pages could have been used to a greater extent by
pupils and in communication between schools involved in the project. They
were developed in the wrong situation, too late in the process.

The Norwegian strategy was to avoid elitism in the national exhibition and
they wanted to exhibit all works produced. In May 2004, Norsk Form exhibi-
ted all the pupils’ works, 187 projects, and arranged the Norwegian selection
of works. The Norwegian exhibition lasted for two weeks, and was well visited
both by school classes and families, 1100 visitors.

The Norwegian jury, consisting of teachers and industrial designers, selected
23 works, from all participating schools, which were then submitted to the in-
ternational jury in Helsinki. Three schools, with two pupils” works each, were
chosen by the international jury. The prototypes were produced by professio-
nal designers, with the pupils involved as active parts in the process, finding
materials and colour samples etc. Two or three meetings were held, and also
discussions by e-mail between designer and pupil. The designers acted merely
as executers of the pupils” demands.

The Norwegian exhibition lasted for two weeks, and was well visited both by
school classes and families, 1100 visitors. A jury comment from Norway:

We were impressed by the pupils’ imagination and wealth of ideas- the
exhibited works include a large number of creative and innovative so-
lutions. Many of the pupils have demonstrated maturity and an ad-
vanced train of thought. In many of the projects, we can clearly trace
the development from initial concept to final proposal, and there are a
number good illustrations. Finally, we would especially like to praise all
the third-graders from Skgyen School for their thorough work. (Dolven
2005:36)
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For the teachers involved it was considered important to be a part of something
bigger and to be seen on another level than usually. They also received much
out of the international seminar held in Oslo. A problem was the delay of time
between creating the designs and exhibiting them, since the pupils started their
work 2003, earlier than for example the schools in Denmark. The time span
between the workshops and the exhibition was too long. Thus, the pupils” en-
gagement in the process had diminished until the exhibition. In some cases
the class participating in Fantasy Design was in their final year, the pupils had
therefore left for other schools by the time the result of the jury work arrived.
‘The youngest of the pupils were 8 years of age then and 10 when the exhibition
took place. However, two pupils and four teachers from Norway attended the
opening of the international exhibition in Helsinki.

In Norway as was in Finland usefulness and functionality were more in fo-
cus, while for instance in Scotland and Belgium the works were more concep-
tualistic and fantasy oriented. In Norway the younger pupils had more focus
on function, due to some teachers were educated in design, while the older pu-
pils were more into lifestyle and aesthetics, according to Heidi Dolven, Norsk
Form.

In the lower classes of compulsory school multi-disciplinary approach was
more likely to occur, since teachers in such classes often teach in many subjects,
which makes integration between subjects easier to achieve. In later years of
compulsory school the local projects were more art or craft orientated. Less
hours were used for these subjects in higher grades.

Fantasy design has received good press coverage in regional and national
media. For example an Art and design education magazine, Form, followed the
project in two different schools.

Jorun Iversen (2005a), teacher, (Fantasy helmets- design education for pri-
mary school), and her colleagues at Skoyen School, Oslo, had some doubts
when going into the Fantasy Design process, however they conclude that they
now have clear evidence that pupils in primary school are capable of learning
design. Unfortunately they also conclude that they would not carry out a simi-
lar project again due to a lack of guiding principles. Iversen describes the design
process with pupils in primary school as awfully hectic and a terribly messy
process, yet fun for the pupils.
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Scotland

The Lighthouse in Glasgow already had a previous contact with Design Mu-
seum in Helsinki, and also had worked with designers in schools, when joining
the project. This means that they understood and were prepared to work with
Fantasy design when they were invited. Schools all over Scotland, some in re-
mote areas, were contacted by the Lighthouse in January 2004 for an invitation
to participate in the Fantasy Design project. Over 300 pupils from all over
Scotland were involved.

In the case of the schools of Isle of Islay and Mull the design teacher Ian Stu-
art approached The Lighthouse in June 2000 about using the video conference
equipment of the school to access design education and possibly a designer.
Lesley Riddel at the Lighthouse informed him of the Fantasy Design project.
Thus there already was an interest in cooperation from the point of view of the
school. This was also the case in the successful Finnish school in Riihimaki.

As an introduction to the project The Lighthouse produced a c¢p with histori-
cal and social perspectives on design as a Power Point presentation, which were
sent to schools. Lesley Riddel at The Lighthouse reports that the teachers said
that also the catalogue has proven to be a very good resource. Every council and
school should have one, she says.

Fantasy Design in Scotland had no governmental funding. Other projects at
The Lighthouse financed parts of this project. In the Isle of Islay schools Lear-
ning and Teaching Scotland funded computer technology, Internet conferences
and workshops. In Isle of Islay the councils partly funded specific parts of the
project (catalogue).

Riddel discusses aspects of multi-disciplinary approach in design education
in an interview. The curriculum and the organization of school in Scotland
do not promote it. A cross over between subjects is dependent on the teachers’
own activity. It is something teachers say they want, but it is difficult to achieve
because of the structure. In the Scottish educational system the pupils choose
between doing a portfolio in Expressive Art or in Design. But these subjects are
under the same umbrella. Maybe half is choosing Design and the other half
Art. Scotland also has Design and Technology, a much more technical school
subject. These subjects do not really cross over, but in Fantasy Design the actors
have tried. It is more about ideas behind learning than connecting the teaching
to a certain subject.
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Designers that had the fantasy element already in their design and educational
output were chosen for the workshops. Design as well as education relies on
communicational skills according to Riddel. They presented the design process
in exciting as well as educationally challenging ways.

In the workshops different aspects of design come in in different ways ac-
cording to age group and how the designer present it. If the workshop is about
problem solving of a social issue or about clothing or sitting different social
scenarios are used. The designers also have different focus and will be different
e.g. in a more informal setting. Riddel points to local ownership, just as in Den-
mark and Norway. She also sees the relationship in the project between desig-
ners and pupils as dialogical and an open, flat level relationship, as a teamwork
collaboration. The dialogue is not only about designers teaching pupils what to
do, yet the designer could push an idea forward.

All teachers were present during the designers’ visits, thus they were exposed
to the way the designers think and teach in design. The teachers were also in-
vited to a course in design education held during the international exhibition
in Glasgow.

A typical workshop lasted one day, (s hours) and even though workshops
were different according to age group and designer they included all of the fol-
lowing stages, according to Riddel in the catalogue:

* Brainstorming
* Highlighting two main ideas
* Working the ideas through to a more focused product/concept
* Choosing a final idea and developing the aesthetic, technical and inn
ovation elements of the project
* Designing the product development sheet to include all the design
specification
* Making a model that can represent the design three-dimensionally
(Riddel 2005: 80)
Of special interest was the relationship between the designer on the mainland
and pupils from Isle of Islay and Isle of Mull. Remote schools on the islands
could not meet a real life designer due to financial problems. Since the islands
are isolated there was decided to use information- and communication techno-
logy (1ct/17) in the contacts. Three classes in both secondary and upper secon-

dary school were involved. The brief was set by a video conference broadcast
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involving the designer and the pupils. The teacher continued the project with
analysis and research and a decision to work with a kitchen problem. Sketches
were made. The sketches were then scanned by the pupils and e-mailed to the
designer. She commented on them and then returned them by e-mail to the
individual pupil. This part of the process rarely involved the teacher. As the
wide spread ideas narrowed down to as solution a second video conference was
arranged with a discussion between the designer and the pupils.

When producing the prototypes designers whose work had similar quali-
ties to that of the pupils designs, were chosen. The prototypes produced were
based on the specification sheets and models the children supplied. However,
the designers could also help developing the pupils” ideas for manufacturing.
In Scotland there were some problems in finding companies in time willing to
produce prototypes as a part of their marketing. In at least some cases they had
to pay the production.

Teachers and pupils have been satisfied with the project, according to Riddel.
If some pupils” works were chosen by the jury it was more of a success for the
school, which benefit from the media exposure, not just the teacher. The school
often owned the project. It has not been seen as a competition, but a project all
could be involved in. All works were shown in an exhibition of some sort, so all
enjoyed having been involved. She can point only to democratic and no elitist
aspects of the project. In Isle of Islay the initiative and the method of com-
munication have been so interesting that Learning and Teaching Scotland sent a
camera crew over to record it. The television production was shown during the
international exhibition in Glasgow.

In Scotland Fantasy Design approached design in a more open and fantasy
oriented way than before at The Lighthouse. Together with the teachers they
developed a more brainstorming method than using given scenarios in their
design education. Designer Tassy Thomson, Glasgow, put a special focus on
that the issue was to be able to produce weird and wonderful things, not either
or! Thus, in Scotland they have developed the project in a similar concept as in
Denmark, presenting learning and creativity on equal terms.

Tassy Thomson, the designer connected to Isle of Islay, discusses the im-
portance of communicational processes and assessment in the design process.
She means that the wider context of Fantasy Design is about presenting your
ideas to a public, which supports articulation and confidence in the pupils” own
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creativity. It is no longer just the classroom or the ordinary school, however it
is not yet real life (catalogue).

The international exhibition was held between 29.10 2005 and 15.1 2006. The
sum visiting the international exhibition in Glasgow was 19 600 in Glasgow). A
national Fantasy Design magazine was also published in conjunction with the
international exhibition in Glasgow.

Outcomes of the project

Outcomes in relation fo actors

Pupils

Some extracts of comments by pupils are to be found in the Fantasy Design
catalogue. We have also taken part of student reflections during our visit to
Glasgow, through documentations of interviews with student participators,
and indirectly by doing own interviews with teachers participating.

Evaluations of pupils shows that pupils learnt about design, socially and in-
dustrially, and that it has been fun working with design in the project Fantasy
Design. The pupils have learnt to think in new ways about design. An object
can be more than just something that has a function. Pupils have learnt to look
at objects more closely and with greater respect. Important to note is that dis-
cussions about consumerism were fuelled by the pupils” own experience with
designing a product. When producing and receiving is mixed a more complete
understanding of a theme is gained. Only discussions of or reading about con-
sumption and consumerism may be a too one-dimensional way of learning,
being focused on a limited set of mediations.

All ages and pupils from different institutions, including special schools,
with handicapped pupils, can benefit from the design education according to
the Danish self evaluation.

Also pupils less motivated for schoolwork were highly engaged in the acti-
vities and in learning. Teachers in Denmark, who normally do not teach Art,
Craft and design, were especially impressed by the commitment of the pupils,
and the effects of the teaching methods. One teacher tells us about a boy who
had permission to pick up a relative at the airport. However he had begged his
parents to allow him to go to school instead, because he wanted to finish his
design. Another teacher states that:
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I am not an art teacher, but here I was involved in the design project.
My task was originally to take care of "noisy pupils” /.../ Everybody got
so engaged in their projects and what they were working with, also the
children who normally cause trouble in classroom. Actually there was
more use of my qualifications in mathematics. The children (5-7 years
of age) had a lot of questions about proportions and scales (Teachers” and
pupils’ comments from Denmark in Kapanen & Svinhufvud 2005:73).

Still another Danish teacher tells us about the rise of motivation among pupils
in this project:

NN is a girl, who has had many problems in the class. She has been
difficult to have in the classroom, noisy, obstinate and always negative.
For the same reason, she wasn’t especially popular. She has now changed
and become more open and glad and 1 can connect this change with the
design project. In this project she showed new sides of herself; she was
able to do things that she had not been cable to show eatlier. She even
gained a leading roll in her project group (Teachers’ and pupils’ comments
from Denmark in Kapanen & Svinhufvud 2005:73).

In Scotland just as in Denmark an observation was that pupils that were quiet
started to talk about their work and those who had concentration problems
were very successful in their design work. The teachers did not expect that,
Lesley Riddel at The Lighthouse says in an interview.

The pupils often understand the design process in another way than the
teachers and the school do. A teacher may think of a design process that it has
been messy and awful, while the pupils have had fun while participating.

An important aspect of the project, related to the pupils, is that they have
been taken serious in the design process. Meeting professional designers, and
having lectures and workshops with them, is an interruption in ordinary and
every day schoolwork, and thus inspiring and demanding. To be taken seriously
means that the pupils has had the opportunity to develop their ideas, in sket-
ching, inventing, building models and in exhibiting them to meet comments
of others, in some cases even to have the opportunity to build a prototype and
to take part of the international exhibition.
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Design education means creativity in school, which can be seen as an alterna-
tive way of learning in a traditional school based on reproduction of knowledge.
Public and media-exposure had an impact on the pupils” experience of the
project. Their self-esteem was enhanced. They also had an experience of being
part of an international and a forward-looking project.

Schools

Our interpretation is that the schools have had possibilities to interpret the
realization of the project with different options, even though some aspects of
the project have been highlighted in interviews with both international and
national management and in the project application, e.g. inter-disciplinarity.
However, the top-down aspect has not been obvious. In Finland schools have
been selected on a nation wide spread. Other national project leaders chose a
more narrow selection of schools. The whole school is often benefiting for me-
dia exposure or a pupils success in the international exhibition. From Norway
it is reported that Fantasy Design has been subject to a stronger support from
the school management than normally.

In some countries design has a weak position in the curriculum, yet it seems
to be rising, thus, the demand for developing educational material in the pro-
ject. Also from teachers there is a demand. The developed educational material
has been used, yet the need for more material can be heard. The teachers” semi-
nar was appreciated. The focus was on contemporary, social and environmental
issues and the content can be seen as provocative. The themes connected design
to both social and natural sciences. This means that the inter-disciplinarity of
design also in schools can be seen in a wider sense, including not only subjects
as Art and Craft, but also social and natural sciences and languages. We think
that this is not fully developed in schools today.

Another observation is that some teachers experienced problems in the design
process, when handling different materials, tools, the disposition of time etc.
This points to the importance of a good infrastructure in schools when joining
projects like Fantasy Design. Is the school prepared to support design proces-
ses, which may demand for instance smaller groups of pupils working together,
to avoid messy or chaotic situations or to be able to finish the process with a
good product and in time before dead-line? It seems that the school structure
and timetables often are not compatible with design education. This lack of
infrastructure may be a burden on teachers carrying the project through.

36



Teachers

Teachers consider the project successful and have learnt a lot about the design
process. This is something they can use in future projects on different levels.
The teachers have learnt from designers’ visits, from educational material and
from courses and workshops held. In Belgium Bernadette de Loose states that
the richest empowerment has been for the teachers. Design is now a less unk-
nown world for many teachers. The teachers followed the workshops, just as the
pupils did. The new thing with Fantasy Design in Belgium was that designers
and teachers worked together in the project. Teachers in Norway point to the
need for two international seminars, one at the start of the project to give a
common ground, and one towards the end, for sharing experiences and inspi-
ration for further teaching. The Fantasy Design project has shown that there
has been a need for design education among teachers, a need that is not fully
satisfied yet.

Some teachers thinks of design education as messy and awful, and some that
they do not want to repeat the project, while others have learnt that it is wrong
to direct pupils in top down processes and in certain directions. Rigid patterns
of thought do not work in design education.

It seems that Art teachers have been most interested in the project, even
though inter-disciplinary approach was a demand in some countries. Also class
teachers and other types of teachers have been involved.

Some teachers saw themselves as responsible for the pupils” design process
and the educational process, while others were more passive in relation to
the designers, according to a designer in an interview. The importance of the
teachers in the project was shown in Finland when some projects were inter-
rupted when a teacher left the school for another assignment or in cases when
the teacher group had internal problems with their cooperation.

Some of the teachers experienced a lack of steering from the national project
leaders, and wanted more detailed prescriptions while working with the design
process. In Norway the teachers demanded that educational material should be
detailed in terms of applying the design process to different age groups, guides
in model making, inspirational materials at low cost and written teacher ma-
nuals with suggestions to research methods, what skills and knowledge would
be appropriate, examples of product descriptions etc (Dolven, Self evaluation).
Some teachers also meant that the national project leaders could have had more
prototypes built than just one or two in each school.
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A demand of more detailed prescriptions and more educational material
from teachers shows on the one hand that design is an underdeveloped issue in
schools and lacking in some of the teachers’ competence. On the other hand
it points to a problem with arranging a complex project like this; there may be
a problem with responsibilities. A question of who is in charge may come up.
Is this project the teachers’, the schools’, the national steering groups” or the
international project leaders” project? Who "owns” the project?

However, some teachers, like Aija Viita, an Art teacher in an upper secon-
dary school with a cultural profile in Helsinki, has been working in cooperation
with companies and organizations outside school on many occasions. They are
eager to grasp the opportunities to cooperate in projects when they find inte-
resting new learning environments. This points to the importance of initiatives
from the teachers in projects like this. The schools of Riihimiki, Finland and
Isle of Islay, Scotland, were already into thinking about possible design project
in their schools when contacts were made with Fantasy Design. In such cases
the local actors, the teachers, already were active, which support initiatives for

carrying through a successful project.

Designers and companies

It is interesting to see many different concepts tried out in order to get as much
as possible out of the participation of designers in schools. The amount of time
and effort different designers could put into the process varied in different
countries due to a lot of circumstances. Designers may have a publicity inte-
rest in being involved in the project. Some may have had economical interests.
‘There may also be professional interest in designers” visits in school, since a de-
signers” profession is very much about communication and exchange of ideas,
which is in focus in the designers” visits.

Some designers had an inspirational introductory role in the project, using
most of their time lecturing about design in general, to introduce what design is
and might be, mainly in connection with showing own designed pieces. Others
had a more tutorial role in the design process. In some cases the designer was
involved in tutoring during the pupils” whole design process, from gathering
of ideas to producing a prototype. In Flanders, a wide cooperation of designers
had a big impact, so that many pupils and teachers could meet designers on th-
ree different occasions. From the point of view of the pupils the designers” visits
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could differ, in relation to age group or amount of pupils. Types of teaching
could differ from lectures to workshops, in formal or informal settings etc.

An external feature in ordinary and every day schoolwork, such as a desig-
ners’ visit, may trigger both pupils and teachers. For pupils a task given by a
professional designer or being tutored by a designer may be considered more
real than a teachers input. However, designers must be chosen from their own
interest and from communicative and pedagogical competence. A narrow pro-
fessional language used by the designer is not communicative in relation to
younger pupils. In order to fit in it is important that the designer understand
the conditions of the school. If the designers” economical interests are domina-
ting as a motive to teaching there may be a risk that lectures and workshops are
not enough engaging for pupils. A designer not always has pedagogical compe-
tence, and it has been suggested in a self evaluation that teacher and designer
together should prepare the workshops.

In Norway and Finland involved schools would have preferred if the designer
could have continued working with the pupils throughout the project.

In interviews with the designers in Helsinki, Timo Sunila (Fiskars Brand
Inc.) and Brian Keeney (Tonfisk design), we got an idea on different ways of
cooperation in the Fantasy Design project, and some of the designers” points
of view. It is clear that it can be a delicate task to cooperate with pupils making
their own design on the one hand, and being connected to the own company
you work for on the other hand, which may have a certain design policy. This
is of course most evident in the cases when there is a prototype to be formed.
However, the designers in some cases acted merely as executers of the pupils’
demands.

It was also clear that the goodwill can give good PR for the design intensive
companies involved in the project, but there are limited possibilities of using
much time in these types of cooperation, due to agreements in the cooperation
or the level of payment.

Brian Keeney, Helsinki, for instance, stressed the importance of using design
in opening peoples mind, seeing design as a process with both logical and il-
logical parts. The reason to use design in schools is not mainly for showing how
the industry works, but to teach people to be people — that is to be critically
aware of how we use designed objects. Timo Sunila more stressed the point in

learning that design involves a creative potential, but in the end it is basically
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hard work. Although we might get a lot of different statements from partici-
pating designers on what they see as key issues, the conclusion is quite simple.
‘The participating teachers and their students will in a project like this be able to
meet a professional in the area, and will hopefully widen the concept on design
both theoretically and practically.

Of special interest was that the project where the designer tutored via video
conference and e-mail communication worked very well. The communication
included pictures, sketches and written and spoken language.

Some bigger, design-intensive companies/designers were even ready to pay
for being a part of the project in working with prototypes, while some were
paid to produce the prototypes. Contacts with companies in a project like this
may be a problem, and may demand networking. In economically hard times
companies may focus to a lesser extent on publicity and social aspects. The
argument for attracting designers and companies is the publicity that follows
joining a project like this. Joining the project can be seen as a sign of social
responsibility connected the designer/company brand. In Finland companies
used the international Fantasy Design exhibition for their own publicity.

Museums and exhibitions

The international exhibition was not interpreted as an elitist project by the
participants. The whole school could gain from publicity of the exhibition and
following media exposure if the school was represented on it. National and
local exhibitions were held in several countries, in museums, public institutions
and in schools, showing a greater amount of works than the international ex-
hibition, thus avoiding accusations of elitist thinking. Some schools in Norway
and Finland have for example arranged their own exhibition on parent’s nights
with positive feedback. Working for an external exhibition makes Fantasy De-
sign more of a real life project for the pupils compared to ordinary education,
perhaps including only working for a grade or for a teachers’ assessment. With
an obvious aim to work towards an exhibition, whether on the Internet or in
public space outside the classroom, the pupils experienced that they were ta-
ken seriously and that their work was perceived as valuable also outside of the
schools. Some Norwegian teachers also meant that working in competition
towards the international exhibition made the pupils work harder, which was

seen as positive.
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Visits to the museums exposed pupils to a cultural institution, with a con-
tent that the pupils were more or less directly connected to. This may make the
pupils more interested in museums if their cultural capital is low. Workshops at
the museums encouraged an active understanding of social or industrial aspects
of creativity and design.

The international exhibition at the Design Museum Gent is of special inte-
rest. [t was complemented by a national exhibit of works from Belgian students
that were not selected in the international exhibition. Instead they were chosen
from the participating schools in Flanders. The exhibition also included works
by some of the participating designers. Thus in fact the Gent exhibition con-
sisted of three exhibitions. This exhibition had 43 ooo visitors.

It is clear that the element of “learning by doing” is built into the project by
the production of “fantasy designed” objects. Some of the designers working
in schools, just as some teachers, had prepared special instructions concerning
the selected themes, may it be helmets, shoes, new products or other more “un-
specified fantasy objects”. In some cases, educational material was published on
the web, in some cases distributed through designers or via teachers. Some of
these working ideas and instructions have been put in the catalogue, some are
available as CD-s and some can be seen on the webpage of Fantasydesign.org.
Thus, in a complex project like this, from the point of view of the developing
museum institution, we are very far from the traditional guiding.

A wider audience

It is plausible to talk about two forms of participants and “audiences” to a pro-
ject such as Fantasy Design. We can discuss on the one hand the experiences
and result for those who took an active part in the project as such. We can on
the other hand also discuss the rings on the water, the spreading of knowledge
to those visiting the exhibitions, colleagues and other pupils in schools, and
possible guiding materials to be used, such as the catalogue with a set of cards,
and other material, this evaluation report included.

In some of the countries local exhibitions attracted attention in public spaces
and in local media, including local television. Friends, other pupils and teachers,
relatives and local inhabitants became an audience of the exhibitions.

Where the international exhibition was shown the media interest was bigger
and more often national, even international. A national interest, and attention
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in national and specialized magazines and in television opened the exhibition
to a wider audience. In Finland the success resulted in many articles in Finnish
newspapers and magazines, but also foreign. Also television has been interested
in Fantasy Design, including foreign television networks. In Scotland the spon-
soring organization Learning and Teaching Scotland was interested in the Isle
of Islay project and the method of 1cT-communication in design education.
They sent a camera crew over to record it. The television production was shown
during the international exhibition in Glasgow.

Attention from media put focus to the museum as the place for the exhibition
and activities following it on one the one hand and on the other hand on the
schools, on design education as such and also on individual efforts of pupils.

International and national coordination

Our interpretation is that the international coordinators have been strong in
economical and organizational matters, partly due to experiences from Fan-
tasi Design 1, the first project. Contracts in the project were written and the
actors had an economical responsibility. National coordinators had their own
budgets. There was an ambition of openness and transparency in economical
matters and activities. Pedagogically the national and local levels had a rather
strong autonomy, in using different methods reaching the objectives. Howe-
ver, certain activities, such as workshops, visiting designers, exhibition, teacher
training and producing educational material were stipulated. Also some key
notions have been widely used in the project, e.g. inter-disciplinarity and every
day design.

This means that a top down perspective has not been used in the project. All
national coordinators have discussed the project in terms of a democratic, flat
level project. One national coordinator meant that the international manage-
ment has been “exemplary”. Every day design also means that elitist design is
not highlighted in the project, rather every day use of design and a consumer
perspective have been emphasized.

Aspects of national coordination and relations between national and local
actors, has already been discussed above under the heading Teachers.
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Outcomes in relation fo objectives
The objectives were:
1. To influence the visibility and role of material culture and design in
education in schools.
2. To provide teachers with domestic and international training.
3. To produce material for educational projects.
4. To realise a set of web pages in the national languages of the project.
The pages will provide information on the project and guidance in
content for pupils and teachers, and will present the results of the
project.
5. To develop cooperation and means for bringing schoolchildren and
designers together.

The first objective

'The first objective was to influence the visibility and role of material culture and
design in education in schools. The touring international exhibition and the
national and the local exhibitions gave visibility to the pupils” efforts and to de-
sign education in schools. These exhibitions had a media impact attracting at-
tention from newspapers, magazines and television networks. The international
exhibition has been a success, even though in Finland there were complaints
about the small amount of time it was open (about five weeks). Teachers in
Norway also wanted the international exhibition to be shown in Oslo.

Already the first project and the national design policy document was im-
portant for design as a theme in Finnish schools in the curriculum of 2004 and
Fantasy Design has played an important role in this development. The Fantasy
Design project has shaped design education in organization and in methods.
In Finland there has been a co-operation between the National board of Edu-
cation (Opetushallitus) and the leading group of the project, in the application
and during the development of the project.

In Finland, the Fantasy Design exhibition at the Design Museum was a ma-
jor event of the official programme of the Finnish Design Year 200s. Fantasy
Design has made design education known in Finland. There is more interest
in design education now, more courses are held and more contacts are taken.
However, not all participating classes, and also other classes that wanted to see
the exhibition, had the chance to see it, because of too short time of exposure.
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The design educational development work in Finnish schools continued after
Fantasy Design with The Theme Day for Design and Architecture, Septem-
ber 21, 2005. 59 architects and designers visited 65 schools. 8o schools were
interested. A website was opened (www.ampiainen.fi) and further educational
material was published according to feedback from Fantasy Design evaluations
among teachers. It was an arrangement together with The Museum of Finnish
Architecture, The Finnish Association of Architects sara and the Finnish As-
sociation for Designers orNaMoO. Still 2006 there is a media interest in design
education. The external relations of the Design Museum have developed in a
positive way. Fantasy Design has resulted in an increase in visits and partici-
pation in workshops at the Design Museum in Helsinki from schools. The
Fantasy Design catalogue is used by teachers as educational material.

The success also resulted in many articles in Finnish newspapers and maga-
zines, but also foreign. Also television has been interested in Fantasy Design,
including foreign television networks. The school of Ani, in Kauhajoki, was
chosen Best School of the Year 2005 in Finland, partly because of the publicity
of the project.

In Denmark the project has made other institutions interested in design edu-
cation, such as those working in vocational educations. Design education may
be a part of a new curriculum in such programmes. Similar projects as Fantasy
Design are being planned. In relation to a national educational programme
supporting artists visits to schools there are efforts made to also include desig-
ners in the programme.

A conference held in February 2006 at Hindholm Socialpaedagogiske Semi-
narium, in Denmark, Design and Identity, launched a new period of European
cooperation in the project Multiple Choice Identity. It is connected to aesthetics
and education and can be seen as a follower of Fantasy Design. The platform
is the Cice-network (Childrens Identity and Citizenship in Europe) where na-
tional Fantasy Design coordinator Henrik Bak has co written Aesthetics makes
sense! Guidelines for aesthetics and arts in citizenship education (Dinvaud et al.
2005). A national association "Bern, kunst og billeder” (Children, art and pic-
tures) is having a conference in the autumn of 2006 on the topic design, in
which Fantasy Design is being presented.

A new “center for aesthetics and learning” has been formed at cvu-Zealand,
steering organization of Fantasy Design in Denmark, and Fantasy Design is
one of the projects representing Hindholm Socialpaedagogiske Seminarium in
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this center. Kunstindustrimuseet (The Danish Museum of Art and Design), a
co operator in the Fantasy Design project, is now, together with other art and
design museums, mobilizing further in relation to educational activities. In this
activity also Fantasy Design is participating as part of the network.

Norsk Form in Norway has had an increase in the number of enquiries about
educational projects in design. Fantasy Design has been a visible part of this
continuing and increased emphasis on design education. In Refsnes, Norway,
the school continued after the Fantasy Design project, in 2004 with design
as ”This years” art expression” with grade 6 and 7 and with a focus on utility
and form. This shows that a successful project in a school may lead to another,
maybe more developed, project.

The participating schools would like to keep up and develop the close coo-
peration they have developed with Norsk Form in the Fantasy Design project.
Local schools in Oslo will continue to take part in the development of Norsk
Form’s permanent design workshops. Collaboration will also continue through
other educational projects in schools and also with most of the involved educa-
tional and cultural authorities.

The Norwegian interest in design is also shown in later (2006) changes of
the curriculum. Design will be one of four main areas within the Art and Craft
subjects. Technology and Design was introduced as parts of thematic studies.
However, the educational ministry considered it to be a part of on the one hand
Mathematics and Science as well as on the other hand Art and Craft. Thus,
Technology and Design has not been formulated as an interdisciplinary theme,
and technology is mostly studied in Science, while design is studied in Art and
Craft. The idea of integration has not been carried through totally. Fantasy
Design has been a visible part of this increased emphasis on design education,
but it is, according to Heidi Dolven, unlikely that the project as such is respon-
sible for the stronger emphasis on design in the new curriculum. However, with
the realization of Fantasy Design Norsk form has strengthened its position in
relation to several authorities.

In Belgium a workshop, Design for the happy few? Forget it!, was held in
Gent for about 70 teachers. They were informed about design education, about
Fantasy Design and about the museum. The Design Museum Gent is planning
new and smaller programmes in design education knowing it is difficult to
repeat a complex project and a success like Fantasy Design.
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Even though the national coordinator in Belgium sent letters, informational
material and requested a discussion with the Flemish school authorities about
design education no contact was made. The coordinator was glad for financial
support, yet it is not enough, according to her.

In Scotland The Lighthouse in Glasgow will continue to run Fantasy Design
workshops for pupils as well as for teachers. This will create a circle of education
that will have longevity. The project has developed methods that have proven
successful, for instance the observation that design is not about drawing, but
about invention. Another lasting idea of the project is that the ideas of the
pupils are validated as being important. This importance is shown in the rea-
lization of the pupils” design work, from ideas and invention in workshops in
schools and at the Lighthouse, producing objects and prototypes, to real life ex-
hibition and further use of the website as an online exhibition to present works
to family, friends, colleagues and to a wider audience. The website can be seen
as a community lasting far beyond the actual workshops. The catalogue and
the website are powerful tools in this continuing work. The 1cT related design
education has continued in another project already running.

Since the situation is different in different countries, and the contributions to
Fantasy Design have been different, there are different results. However, design
education has been in focus in all countries. In this respect Fantasy Design has
been a success.

The second objective

The second objective was to provide teachers with domestic and internatio-
nal training. Several national introductory courses and continuing education
courses have been arranged and an international teachers” seminar was arrang-
ed in Oslo. Designers’ visits in schools also had an impact on the teachers” own
teaching. Also responsibilities in connection to administrating and carrying
out the project have been an interesting experience and an extra training for
many teachers. To have carried through a project makes it easier to continue
with a new one.

Art teacher Aija Viita, Helsinki, says in our interview that she has learnt a
lot during the project, and that she and the pupils really have used the external
educational possibilities, the Design Museum and the website.

The teachers have been enthusiastic, according to Hanna Kapanen, Finland.
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In Sallinkallion peruskoulu ja lukio, in Lahti, the teachers were very proud be-
cause two works from the school were part of the international exhibition, and
they were also made as prototypes. This also resulted in visiting the furniture
factory Isku Yhtymi Ltd, and the company Fiskars Brands Inc.

The teachers in Norway have become more secure and feel more enthusiastic
about design education in school. Norsk Form and the teachers have develo-
ped educational material, but wished more support in this work, especially age
specific educational material. Jorun Iversen, a Norwegian teacher participating
in the project, conclude that she and her colleagues now have clear evidence
that pupils in primary school are capable of learning of design. On the other
hand they also conclude that they would not carry out a similar project again
due to a lack of guiding principles. The project was awfully hectic and a ter-
ribly messy process, yet fun for the pupils. This, and observations in Denmark,
suggests that Henrik Baks view of some teachers not being fully prepared for
creative processes, while these processes are not a problem for the pupils, are
relevant to design education. Some of the Norwegian teachers had wanted the
international exhibition to tour also in Norway, it toured only in three of five
countries involved.

Bernadette de Loose from Gent says in the self evaluation that at the Design
Museum Gent designers have long time worked with schools and pupils. Ho-
wever, working with teachers had a new element in this project. Lesley Riddel,
also in the self evaluation, says that working with both pupils and teachers
will complete an educational circle and will create longevity in the processes.
External institutions working with both pupils and teachers in creative proces-
ses may be one of the main contributions of the Fantasy Design project and an
achievement that in many ways points to the future.

The third objective

The third objective was to produce material for educational projects. A lot of
educational material in different languages, such as teachers” manuals and in-
spirational articles, Power Point presentations, with presentations of the project,
texts and other information on design, the design process and design analyses
has been produced as ways to introduce the project and design education to
the participating teachers. On the website other educational material could be
downloaded by teachers to use in their design education. Special magazines
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were printed in Finland, Belgium and Scotland in conjunction with the exhibi-
tion to cast light to the project from a national perspective.

The catalogue of the international exhibition can be seen as an educational
material for teachers, since it contains not only reports from the project but also
exemplary methodological advices that can be used by teachers interested in
design education. It is designed not to be dependent on the exhibition, which
gives it longevity beyond being just an exhibition catalogue. In Norway, Scot-
land and Finland it is already in use in several schools, which did not partici-
pate in Fantasy Design. The cards with pictures of all works in the exhibition
can be used in classroom situations for studying. It is also used in such a way.
However some teachers demanded more specific educational material to be
used by teachers with a teacher education not primarily directed to crafts and
arts subjects.

In Finland the designers observed that the educational material published
was not sufficiently linked to their school visits and to pupils. The teachers
pointed to the fact that literature in design often is focused on the past. These
observations suggests that educational material in design must be seen in re-
lation to pedagogy and can not only be seen in relation to expertise in design
history or art history.

The fourth objective

The fourth objective was to realise a set of web pages in the national langu-
ages of the project. The pages were to provide information on the project and
guidance in content for pupils and teachers, and was to present the results of
the project. Also this objective was reached. Pupils were enthusiastic to publish
their works on the web pages, while only a narrow selection could be shown in
the international exhibition. Some of the teachers tell that they used the Inter-
net exhibition as teaching material.

Yet it seems that this probably is a weak point in the project, according to
Leena Svinhufvud, international project leader and also national coordinator
in Finland. There has been a lack of communication between participating
schools. The website probably has not been the meeting place between pupils
and schools it was supposed to be. There also have been problems with e-mail
communication since it was not used by all schools and teachers equally. Some

teachers in Norway meant that the web pages could have been used to a greater
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extent by pupils and in communication between schools involved in the pro-
ject. They were also developed too late in the process to make maximum use.
It is also difficult to get a feedback from the web according to Svinhufvud. She
does not know to which extent the educational material on the website has been
used. One explanation of the communicational problems on the web may be
that different schools and teachers are more or less familiarised with using web
publication. Offering support to the schools with the publishing of work on the
web site could have been one way of making the websites more popular. Also
Henrik Bak, Denmark, is disappointed with the impact of the national website,
which initially was meant to attract potential participating schools and teachers
to the project.

However, many schools in Norway would like work with Fantasy Design
issues and to use the web pages for publishing their pupils” work, even though
they have not been part of the project. It seems that the web pages appear to
have a potential continuing beyond the end of Fantasy Design. The website
can thus be seen as an ongoing virtual online exhibition for following projects
and should therefore be maintained. This is an aspect of the longevity of the

project.

The fifth objective

The fifths objective was to develop cooperation and means for bringing school-
children and designers together. All evaluations by pupils points to the pupils’
interest in the project. They think its has been fun working with design and
they have learnt about design, also from a social and industrial point of view.
Meeting professional designers, and participating in lectures and workshops
with them, is seen an interruption in ordinary and every day schoolwork. Ho-
wever, it seems that just one lecture of a designer is not enough. Several visits,
covering different parts of the design process, including feedback from designer
to pupil have been especially appreciated. Comments from a designer may be
interpreted as more authentic and meaningful than comments from the or-
dinary teacher (Feedback from pupils and teachers in Scotland in Kapanen and
Svinhufvud 2005:84). Design education means creativity in school, which can
be seen as an alternative way of learning in a traditional language based school,
which tends to be directed to reproduction.
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The pupils” work was taken seriously by the project when professional desig-
ners were tutoring their design projects. When the pupils” work was shown
in exhibitions in school and outside school, at museums and on websites and
was assessed by a jury and when some of the pupils had the possibility to make
prototypes of their works, it means public attention to what the pupils have
done themselves. This means taking the pupils and their work seriously. The
budget did not always allow prototype manufacturing with pupils together
with designers. The pupils did however also make excursions to designers and
design oriented companies, which is a new perspective if the school is too much
focused on working in classrooms.

A positive outcome is the teachers” feedback acknowledging that pupils with
problems worked very well in the project and as part of the team raising their
voice when normally being quiet.

Schools also report an outcome of the pupils” increased confidence, in re-
lation to creating design, and in a wider sense, in communicating in different
medias and in relations between designer and pupil, between pupils, and in

relation to a wider society and internationally.

Pedagogical conclusions from the Danish project
Concerning the Danish Fantasy Design project the national coordinator Hen-
rik Bak (2005a) presents a list of pedagogical conclusions in his report. As eva-
luators we think that these conclusions also are of pedagogical interest for the
whole Fantasy Design project. We therefore present them here in our evalua-
tion somewhat shortened.
1. The project can be carried through in all types of a school system.
2. This concept of design education and its focus on the surrounding
world highlights experience of objects, material, proportions, size, shape
etc., that are connected to on the one hand subject knowledge in arts
and craft subjects (and other subjects depending on the curriculum) and
on the other hand and in an elaborated sense to democratic competence
connected to public space and environment.
3. Working with design education develops the democratic and inter-
personal competence in the social learning process typical to design
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practise, which includes negotiation and highlighting of the zone of
proximal development (zpD), according to the pedagogical researcher
Lev Vygotsky.

4. Design education enhances an open approach not connected to one
method, instead it is multi-methodological and multidisciplinary. Ho-
wever this may cause problems for teachers who thinks of education as
reproductive, while it often is easier for pupils to “navigate in chaos”
than for the teacher.

5. A narrative perspective of design education will focus on existential
aspects of time and space in the pupils” own life. In creative work nar-
ration is also an aspect of the actual change in the work created.

6. Creative work enhancing interpersonal relations uses language and is
thus related to language competence. This aspect is often not focused in
the school when it is seen as a reproductional institution.

7. The interrelationship between the classroom and the public space
contains moments of strengthening of identity, rising awareness and
enhancing new ideas in pupils. Examples are pupils visiting different
professionals, visits of designers, focus of design in public space, insti-
tutions and environments, documentation and presentation of projects
in public space etc. Teachers do not seem to highlight these perspectives
and their experience of them is mixed.

8. The competence of the pupils seem to develop in the project. The re-
lationship between order and chaos, which is central in creativity, seem
to be a condition for “situated learning” in both the design educational
concept and the design educational process.

9. A combination of process- and product orientation accepts a focus on
both pupils and products in a project. A directed product orientation in
the project may have too specific narrow forms as an objective. Ideas of
quality, aesthetics and function in design education may deprive pupils
from ownership of the project, with following lack of confirmation and
identity. On the other hand a process orientation in education accepts
pupils ideas and suggestions. However, a one sided process orientation
may diminish the content and meaning of a specific project to a specific
pupil, if for instance the works are not taken care of or presented pro-

perly.
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10. In a project one has to consider situated learning in relation to target
groups and can not rely on a standard combination of the above men-
tioned three models.

11. Working with design presupposes reflection and at the same time
makes possible reflection both visually and linguistically.

Condlusions of the outcomes

Networking

Already in the construction of Fantasy Design there was an active network at
the starting point, since some actors from Fantasi Design 1 connected again.
During planning The Lighthouse of Scotland joined the project, due to already
established contacts with the Design Museum Helsinki. In Finland Arja Hér-
hammer networked with companies to realize prototype production. Design
Museum collaborated with the national designer organisations to organise the
designers’ visits. There was also collaboration with national school authorities.
These contacts had also started already in the Fantasi Design 1 project.

Thus it seems that networking is a key factor creating a successful project
such as Fantasy Design and also in creating a sustainable project. However, a
sustainable project is somewhat contradictory since a project can be seen as a
task to be realized within given frames of time, economy and efforts, to reach
certain objectives and anticipated results. Networking on the other hand means
connections with a certain longevity, thus more sustainable.

Our analysis shows, and the national coordinators show in their self-eva-
luations, that the objectives of the project have been reached by far. However,
reaching the objectives may be a too limited ambition. In the perspective of
sustainability and networking the actors of the project already have a network
with designers, schools, teachers, companies etc. that already is in use since
the actors already are involved in new projects transferring ideas from Fantasy
Design into other projects. This means that a good project is not only a single
project. And we mean that Fantasy Design is a good project.

Top-down and bottom-up processes

Win-win situations may occur when actors with different competences and re-
sources meet in a project. Different actors can use each other’s competences and
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resources to create a win-win situation. It has been said that Fantasy Design
is not a top down or elitist project. The local actors were expected to “own”
the project. However, there may be problems with unclear responsibilities and
relations in a project without top down processes. Who is considered respon-
sible in a situation when so many actors are involved on different levels? Actors
may wait for initiatives on a higher level, when instead the project is supposed
to be “owned” on the local level. Curriculum driven teachers, teachers not fa-
miliarized with design related subjects, or teachers lacking own initiative and
creativity may expect to be served with detailed prescriptions when participa-
ting in a project like this. Without local competence in crafts and arts subjects
there is either a demand of prescribed instruction or a need for continuing
education. Demands of continuing education has been met in Fantasy Design,
but not prescribed detailed instruction. In the long run continuing education
for already established teachers and, for new teachers, courses in teacher edu-
cational programmes are to be preferred. Top down prescribed instruction has
no longevity, since a deeper understanding of design and creativity is needed to
establish design education in the schools ordinary learning. Design education,
from the point of view of the teacher, is not only about learning about design,
but also about learning how creativity generally works, in the teacher’s as well
as in the pupil’s work.

To create a win-win situation in a cooperative project with several institutions
involved, it may be important that schools and teachers already have an inte-
rest, thus being prepared for a project, already having a primary understanding
and some knowledge. In some successful schools in Scotland and Finland there
already was an interest in design education from the point of view of the school
when contacts were made with Fantasy Design. If there is no special interest to
start with there is a risk that a project becomes a top down project implemented
with more or less force, to teachers with too much of work, thus seeking a relief

from work by connecting external teachers (designers) to school.

The role of the teachers

Our interpretation is that the emphasis on teacher training appears to be rather
exclusive to Fantasy Design, in comparison to other educational projects within
the field of crafts and arts subjects. It has been appreciated by the teachers.
In other projects in this field we know of there is a tendency to focus only on
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what external actors, artists, craftsmen etc. can do with pupils and in schools.
Teachers have not been activated partners and target groups in such projects. It
is often supposed that the class teachers are to be experts in teaching reading,
writing and Mathematics and not to be experts in teaching crafts and arts
related subjects. Not being well educated in these fields they need external sub-
stitution or support in their teaching. However, in Fantasy Design there is an
understanding of teachers” need for in- service and continuing training courses
in order to be able to take active part in crafts, arts and design related projects,
with the purpose of on the one hand carrying the project through and on the
other hand to increase competence in design education.

In other projects there often is a tendency to neglect the teacher and instead
to focus on the external actor together with the pupils. This is one answer to
why projects in schools often have no longevity. When the project is over the
external actor leaves and no competence is gained in school, since the pupil lea-
ve school and the teacher remains. The long lasting and real impact in schools
can only be made by the teachers themselves, since they are in the schools most
of the time and thus represent the sustainability in school. Working with pupils
as well as teachers, create a circle of education (Riddel, Self evaluation) that will
have longevity and sustainability.

New and permanent practise was an anticipated result of the project, sug-
gesting a change in teaching and learning design-related skills and knowledge
in schools. We have pointed to the role of the teacher in this development.
However, this does not mean that the role of external institutions in school
will diminish. On the contrary, we think that the normal and every day situa-
tion in design education, and in many other areas in school, should consists of
projects and emphasized external relationships. The school of today no longer
have a monopoly of knowledge, since other media, other institutions and other
cultures are natural partners in the pupils building of competence, knowledge,
skills and understanding. In fact it is easy to see both museums and schools,
belonging to different fields of culture, both opening up, realizing that they are
instruments and institutions for communication. Distance education with the
help of 1cT and web pages has an important role in this work. The social re-
searcher Thomas Ziche (2000) is opposing a current every day school discourse
with the notion of estrangement, suggesting more of unexpected learning and
special events, thus suggesting more of project oriented work in school.

However, if it may be suspected that diminishing timetables, skills and com-
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petence in crafts and arts related themes and subjects in school is compensated
by the school authorities with only external punctual efforts, then projects may
not be a sustainable way to work with these issues. Instead a national evaluation
and a policy document for these subjects and themes, combined with upda-
ted curricula, syllabi and timetable including an enhanced teacher education
would be more adequate commitments for taking responsibility for arts, crafts
and design related issues in the school.

The role of the pupils and the importance of completed communicative processes

When planning Fantasy Design it was seen as important to share experiences of
useful methods between actors. Which methods were applicable in the design
field and in making visits by designers a regular part of teaching? Anticipated
results of the project were new permanent practices, means and methods for
designers and schools to work together. Which methods have been especially
successful in the project?

Lesley Riddel points to one lasting idea: the pupils are validated as being im-
portant. This importance is shown in the realization of the pupils” design work,
from ideas and invention in workshops in schools and in external spaces of pro-
duction, producing objects and prototypes, to real life exhibition and further
use of the website as an online exhibition to present works to family, friends,
colleagues and to a wider audience. This means that complete communica-
tive processes, including production and presentation, may be an important
method in design education, and wider in artistic education and in learning
generally. In such a case the pupil really takes part of the learning and is not an
object for the teachers teaching. Henrik Bak also highlights the importance of
leaving the classroom: of social and cultural meetings between pupils, designers
and an audience.

However, complete communicative processes demand an infrastructure in
schools and out of schools including studios, workshops, media studios, places
for performance and exhibitions etc (Marner & Ortegren 2003). Also included
in the infrastructure is time for disposal, group sizes suitable for laboratory
experiments in design and relevant equipment. When some teachers talk about
the realization of the project as "awfully hectic and a terribly messy process”,
an analysis of the infrastructure of the school might show that the school is
not prepared for a project like this. In such a case the teachers might have been
placed in a too demanding situation.
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Discussion

A design theme or a design subject in school?

In the curricula of the different countries involved in Fantasy Design design
education has been arranged in different ways and in different types of schools.
Arts and Craft (in some Nordic countries Sloyd) subjects may contain elements
of design. Design may be offered as a theme in certain parts of the school year,
and design may be a subject in school, but in that case it may be chosen and not
compulsory (Scotland). Within the project there has been a discussion about
inter- or multi-disciplinary approach in relation to design education in schools.
This means that different subjects and teachers with different competences have
been involved in the integrated project. It seems that Art teachers have been the
most active teachers in Fantasy Design.

As evaluators we generally think that lobbying and promoting different fields
of knowledge aiming at creating a new subject may be a problem in school, if
it leads to too much differentiation between subjects, since the creation of a
new subject may affect other subjects. Adding new subjects and perspectives in
school may create a crowding of knowledge or skills within a subject or a course
and too many subjects studied in a period of time. This may lead to an additive
or a quantitative cognitive approach. So far we are not prepared to suggest a de-
sign subject in school, without an analysis of the whole curriculum and syllabi
in all types of schools in the educational system of a country.

A way of counteracting such tendencies is integration between subjects in
themes or in other ways of cooperation. Changes in the curriculum of school is
relevant only after an analysis of what pupils and/or the society need in terms
of competence, knowledge, skills or understanding.

Design in an existential, a democratic and a working life perspective

Henrik Bak has discussed design education in terms of a focus on existential
aspects on time and space in the pupils” own life. This focus is also connected
to an interpersonal aspect of relations between pupils and other actors, such as
friends and relatives. This may be called an existential life-world argument for
design in school. In a relation between a past, a present and a future the pupil
is also related to a surrounding space, in total a life world. This individual per-
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spective on design education, and on arts and craft education, relating artistic
activities in school to the pupils” identity, that artistic activities are interesting
and fun etc., is important, yet it is not enough. It may be a too narrow argu-
ment, since it highlights creativity related only to spare time and leisure.

Bak has also highlighted the relationship between the classroom and the pu-

blic sphere in the project. Discussions of consumerism, sustainability and envi-
ronmental issues and acting in the public sphere, in excursions and exhibitions
out of school, may be seen as a democratic and a freedom of speech aspect of the
project. This may be called a democratic argument for design education (and
for arts and craft related subjects) in school. In our creative work we become
visible to others in society and in this process we also are creating ourselves as
citizens.
Still another argument for design education in schools is connected to working
life and economical growth. This argument is not so often promoted in the
school discussion. However it can be seen as especially important in relation
to design education in school. Richard Florida, now Hirst Professor of Public
Policy at George Mason University, speaks in his 7he Rise of the Creative Class
(2002) about the new economy as the economy of creativity, where creativity is
seen as the most important contribution of the employee.

He shows that creative activities not only are typical of spare time, but also
that they increasingly characterize employment. In a post-industrial situation
out-sourcing, automation and the use of robots take over the earlier functions
of the traditional working class as well as of employees in the service sector. In
this process he discovers an increasing need for creativity in the working life of
the new economy, in order to gain economical growth. A new class is rising,
the creative class. Florida writes:

The super-creative core of this new class includes scientists and engi-
neers, university professors, poets and novelists, artists, entertainers,
actors, designers and architects, as well as the thought leadership of
modern society: non-fiction writers, editors, cultural figures, think-
tank researchers, analysts and other opinion makers. Whether they are
software programmers of engineers, architects or filmmakers, they fully
engage in the creative process. I define the highest order of creative work
as producing new forms or designs that are really transferable and wi-
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dely useful “such as” designing a product that can be widely made, sold
and used; coming up with a theorem or strategy that can be applied
in many cases; or composing music that can be performed again and
again. People at the core of the Creative Class engage in this kind of
work regularly; it’s what they are paid to do. Along with problem sol-
ving, their work may entail problem finding; not just building a better
mouse trap, but noticing first that a better mouse trap would be a handy
thing to have. (p. 68f.)
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Around this core of the creative class there are potentially creative employees:

These people engage in creative problem solving, drawing on complex
bodies of knowledge to solve specific problems. Doing so typically re-
quires a high degree of formal education and thus a high level of human
capital. People who do this kind of work may sometimes come up with
methods or products that turn out to be widely useful, but it’s not part
of the basic job description. What they are required to do regularly is
think on their own. They apply or combine standard approaches in uni-
que ways to fit the situation, exercise a great deal of judgement, perhaps
try something radically new from time to time. (p. 69)

The part of manpower working creatively has been rising dramatically in the
USA in the 20th century, while at the same time work in agriculture, manu-
facture industry and even in the service sector is diminishing. Thus, today the
working class is smaller than the creative class. These observations about chan-
ges in society and economy, brings up the question about how school is meeting
these new demands and how creativity can be visible in school.

In order to shape the new creative society, according to Florida (2005, see
also Marner 20052 and b), a new infrastructure has to be built, just as the chao-
tic development of industrialism later was replaced by a fitting infrastructure
in the form of schools, motor ways, unions, democratic institutions etc. This
means that creativity is not only important in working life, but in all parts of
society, including leisure and living in general, where the creative class demands
tolerance of different lifestyles, cultural activities and quality of life.

Culturally and economically powerful activities such as design have tradi-
tionally not been highlighted in school, which in many ways is still focused
on the needs of the industrial society, with top-down processes, pupils” loyalty
and obedience, and not creativity, as core activities. The pupils consider Craft
and Art as interesting and fun subjects, yet not so useful. Actors in school often
highlight Mathematics, the native language and foreign languages. There have
been problems to motivate the utility and importance of Craft and Art, at least
in Sweden (Marner, Ortegren & Segerholm 2005).

The Fantasy Design project can be seen as one step towards a more creative
school and a future creative society. A focus on design highlights creativity as
well as utility in school and together with the Florida perspective Fantasy De-
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sign is placed in the core of the discussions of today about what kind of society
we live in and what kind of society we want.

Together with the first mentioned existential argument and next mentioned
democratic argument for design in school the creative economical growth ar-
gument can be added. The school authorities have answered in different ways
to the project and to the rising interest towards design in society. In Sweden
no funding at all could be raised for the Fantasy Design project, even though
Sweden already had a national design policy and declared 2005 as National
Design Year. In Finland the authorities have cooperated with the project all the
way through, with support and regular contacts and the exhibition in Helsinki
was a part of the National Design Year. In Norway there are better contacts
with authorities and changes in the curriculum in favour of design education
have been made. In Denmark and Belgium no developed contacts with school
authorities have been reported, even though the work with design in school
and between institutions continues. In the British school curriculum, of which
Scotland is a part, design-related themes have long held a place.

Design process as model in school and learning

Henrik Bak (2005b), coordinator in Denmark, says in his report in the catalo-

gue:
The project has underlined the fact that the combination of education
and design is a dynamical and evocative educational challenge. It also
confirms that "design” should be a compulsory subject in any kind of
education aiming at pupils being able to research, to be curious, to in-
vestigate, to cooperate, to negotiate, to experiment, develop and last,
but not least, to express themselves (p. 71).

Heidi Dolven, industrial designer and active in Norsk Form, co-ordinator in

Norway, has a similar view in our interview:

As an industrial designer I am of course focused on the design process.
It is a good and rational method for problem solving. If you have the
ambition to work multidisciplinary in school this process is a model and
usable in many contexts. You can connect heavy theoretical knowledge
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with practical and not the least tactile experiences. In such a process you
transfer knowledge into something completely hefty.

The interdisciplinary aspect of design education has been highlighted in the
project. We have also pointed to the possibility to integrate a lot of subjects with
a focus on design, such as Art, Craft, natural sciences, Mathematics, and social
sciences. The advantage of integrating themes and projects with a focus on
design is that it may include connections between conceptualization, visualiza-
tion and realization. Teamwork, the process approach and ongoing reflection,
all characterizing design, are also keys to learning in general. In school focus
is often in cognition and language learning, while a perspective on design may
include multimodality, while using several media in the process of learning,.

A contemporary use of the notion of design contains not only products, but
also services, processes and systems. A wider perspective on design includes an
idea that not only tools and objects are created by man, but also ideas, art and
language. Man is using technical as well as intellectual and artistic tools to
create the world. A wider view of what text and knowledge are, containing not
only written or spoken language as communicative modes, may open the school
to creative processes of learning (Marner 2005a).

A group of researchers under the heading The New London Group have been
discussing such a perspective (Cope & Kalantzis eds., 2002). Instead of skills in
written language in terms of literacy they talk about multi-literacies in school
and education. The meaning generating processes concern not only linguistic,
but also visual, tactile and auditory processes. The New London Group is using
design as an umbrella for all these processes.

The role of fantasy in Fantasy Design

In one of the national evaluations of the project a pupil discusses the advantages
in sketching ”because we see how it will look, and we get a lot of ideas” and it
makes it possible to see what is ahead before you start working, and it makes
it much easier.” (Teachers” and pupils’ comments from Denmark in Kapanen &
Svinhufvud 2005:75) Sketching is seen as a bridge between the conceptualizing
of a fantasy and making an object real. In working with design there is an
element of creativity. This means that the pupils are not only confronted, as in
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reproductive education, with what has been and what is, but also with what not
yet is. Henrik Bak points to the existential aspect of design, and the narrative
element, past, present and future. If the pupils understand the surrounding
objects and the world as something that once did not exist, then were invented
and designed, then they might also understand that they are themselves able
to change the world. The pedagogical researcher Lev V. Vygotsky (1998, writ-
ten 1930) talks about the objects surrounding us as “crystallized fantasy”, once
imagined, now real. Thus, the fantasy aspect of Fantasy Design is what not yet
is, and the design aspect is the realization of what up to that point did not exist.
Since the pupils are young, and in school are creating themselves, they are, just
as the designs in this project, becoming and not yet being. Thus design educa-
tion can be seen a model for individual and social empowerment generally and
can play a greater role in a forward-looking school than expected, in different
subjects and contexts.

Conclusions of the evaluation
* The project has reached its objectives according to the application
* The project has a focus on complete communicative processes, which
means that the pupils have been taken seriously in their work.
* The project is unusual in its ambition to also focus on teachers’ continuing
education, which creates sustainability to design education.
* The project is forward-looking in its ambition to educate for creativity and
cooperative win-win situations between institutions such as schools and

museums, and also between countries.
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Summary

The coordinator of the international Fantasy Design project, Leena Svinhuf-
vud, invited Senior lecturer, Ph.D. Anders Marner and Senior lecturer, Ph.D.
Hans Ortegren, Department of Creative Studies, Umea University, Sweden, to
evaluate the international Fantasy Design project. The assignment was to eva-
luate the relevance, efficiency, outcomes and effects of the project. The methods
chosen for the project should be compared with its aims and targets. Coopera-
tion between the partners and with the participants in all the countries, coope-
ration with different kinds of networks and interest groups in all the countries
should be evaluated.

The method in the evaluation includes observation of educational situations
and of the international exhibition. Project management and coordinators on
national levels have been interviewed, and actors such as teachers, design peda-
gogues and designers. It also includes studies of documents such as the EU-app-
lication, The Fantasy Design catalogue, the international and national Fantasy
Design web-pages, national evaluations and self evaluations, magazines, news-
paper articles, posters, TV programs and pictorial documentations of different
parts of the project.

The evaluation is separated in three main parts: conditions, realization and
outcomes. It ends with a discussion.

Condifions

A rising public, educational, governmental and political interest in design in
the Nordic countries, and at the same time a lack of understanding design at
depth, can be seen as a climate supporting the Fantasy Design initiatives in
museums and schools. An important condition for Fantasy Design is the suc-
cessful earlier project called Fantasi design.

According to the international application the purpose of the project was
to arrange situations where pupils and students work with design processes
together with professional designers and thus increasing their design awareness
as future consumers. Another purpose was to produce teaching materials and
to make information available on design issues mainly to teachers of crafts and

arts subjects in schools of various grades. Yet another purpose was to support
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design education in schools by exchanging ideas for future cooperation bet-
ween schools in the various participating countries.

The project was to be implemented in close cooperation between the part-
ners, which were: Design Museum Gent, Belgium; CVU Zealand - Hindholm
Socialpaedagogiske Seminarium, Denmark; Designmuseo (The Finnish Muse-
um of Art and Design), Finland; Norsk Form - Centre for Design, Architecture
and the Built Environment, Norway; The Lighthouse, Scotland’s Centre for
Architecture, Design and the City.

Realization

Main actors on the international level and leading group members in Finland
were educational curators Pia Strandman (2001-2004) and Leena Svinhufvud,
holding the project leadership and having a managerial and pedagogical re-
sponsibility and Arja Hérhammer, Arja Hérhammer Ltd., who handled the
budget planning and follow-up and the exhibition management.

In relation to the first project the new project had an enhanced ambition to
develop educational aspects, methods etc. of design education. The catalogue
was to be aimed at teachers and was to be seen as educational material. Better
printed matter and a better website were ways to develop the visibility of design
education.

The international cooperation was based on written contracts and the ac-
tors had an economical responsibility. The contracts were hierarchical so that
different contracts were not formulated in opposition to each other. National
budgets were part of the international budget and it was important that every
country made it themselves being best experts on local costs. According to Arja
Hoérhammer the economical relations have been good in the project. An ambi-
tion was openness and transparence in economical matters and activities.

The international jury met in Helsinki in August 2004 and selected works for
the international exhibition. 233 works were submitted to the jury and 65 works
were chosen for the international touring exhibition. After the jury meeting all
works were returned and the following production of prototypes were natio-
nally organized. The total sum visiting the international exhibition in Helsinki,
Gent and Glasgow were 76 6oo visitors, 14 0oo in Helsinki (8.4 — 15.5 2005), 43
000 in Gent (28.5 —25.9 2005) and 19 600 in Glasgow (29.10 2005 — 15.1 2006).
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The international teacher’s seminar on November 13-14th in Oslo was organised
by Norsk Form. Over 5o teachers and design educators, and also a couple of
pupils, from Belgium, Denmark, Finland, Norway and Scotland assembled.
Lectures and workshops were held by researchers and professional designers
and focused on contemporary social issues in relation to design.

In the realization of the project the initiative was on national level, even

though international steering group meetings were held regularly.
In all countries educational material were produced for both pupils and teachers
and teachers had introductory and continuing education during the process. In
Finland there was a focus on the upper-levels of comprehensive schools and
upper secondary schools in the invitation for participation. The application
process for participating in the project, was arranged in collaboration with the
National Board of Education and other educational organizations. 2 400 pu-
pils participated, selected on a nation wide spread. The international Fantasy
Design exhibition was a part of the official programme of the Finnish Design
Year 2005.

In Denmark younger children from class o (pre-school, age 5) to 2nd class,
groups from after-school centres, a special school 4th class, and several classes
in primary and lower secondary schools participated in the project. About 20
schools and institutions have been directly or indirectly involved in the project.
In Norway five primary and secondary compulsory schools in the Oslo and
Ostfold area, with 270 pupils in ages from eight to fifteen years of age, were
chosen to participate in the project.

In Flanders 25 designers held three workshops in 45 different classes with 750

pupils between ten and 16 years old. 18 teachers in ten eastern Flemish schools
took part in the project between January and June 2004.
Schools all over Scotland, some in remote areas, were contacted by the Light-
house in January 2004 for an invitation to participate in the Fantasy Design
project. Over 300 pupils were involved. In Scotland designers were tutoring
pupils with the help of a video conference system and e-mail communication.

Outcomes
The first objective was to influence the visibility and role of material culture and
design in education in schools. The touring international exhibition and the
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national and the local exhibitions gave visibility to the pupils” efforts and to de-
sign education in schools. These exhibitions had a media impact attracting at-
tention from newspapers, magazines and television networks. The international
exhibition has been a success, even though in Finland there were complaints
about the small amount of time it was open (about five weeks). Teachers in
Norway also wanted the international exhibition to be shown in Oslo.

The second objective was to provide teachers with domestic and internatio-
nal training. Several national introductory courses and continuing education
courses have been arranged and an international teachers” seminar was arrang-
ed in Oslo. Designers’ visits in schools also had an impact on the teachers” own
teaching. Responsibilities in connection to administrating and carrying out
the project have been an interesting experience and an extra training for many
teachers. To have carried through a project makes it easier to continue with a
new one.

The third objective was to produce material for educational projects. A lot
of educational material in different languages, such as teachers” manuals and
inspirational articles, Power Point presentations, with presentations of the pro-
ject, texts and other information on design, the design process and design ana-
lyses has been produced as ways to introduce the project and design education
to the participating teachers. On the website other educational material could
be downloaded by teachers to use in their design education. However some
teachers demanded more specific educational material to be used by teachers
with a teacher education not primarily directed to Art, Craft and design. The
catalogue of the international exhibition can be seen as an educational material
for teachers. It is designed not to be dependent on the exhibition, which gives it
longevity beyond being just an exhibition catalogue.

The fourth objective was to realise a set of web pages in the national langu-
ages of the project. The pages were to provide information on the project and
guidance in content for pupils and teachers, and was to present the results of the
project. Also this objective was reached. Yet the website probably has not been
the meeting place between pupils and schools it was supposed to be. However,
it seems that he web pages appear to have a potential continuing beyond the
end of the Fantasy Design project. The website can thus be seen as an ongoing
virtual online exhibition for following projects and should therefore be main-
tained.
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The fifth objective was to develop cooperation and means for bringing school-
children and designers together. All evaluations of pupils points to the pupils’
interest in the project. They think its has been fun working with design and
they have learnt about design, also socially and industrially. Meeting professio-
nal designers, and participating in lectures and workshops with them, is seen an
interruption in ordinary and every day schoolwork. Comments from a designer
may be interpreted as more authentic and meaningful than comments from
the ordinary teacher. Design education means creativity in school, which can
be seen as an alternative way of learning in a traditional language based school,
which tends to be directed to reproduction.

The pupils” work was taken seriously by the project when professional de-
signers were tutoring their design projects. When the pupils” work was shown
in exhibitions in school and outside school, at museums and on web pages and
was assessed by a jury and when some of the pupils had the possibility to make
prototypes of their works, it means public attention to what the pupils have
done by themselves.

All ages and pupils from different institutions, including special schools,
with handicapped pupils, can benefit from the design education according
to the Danish self evaluation. Also pupils less motivated for schoolwork were
highly engaged in the activities and in learning.

Design education means creativity in school, which can be seen as an alter-
native way of learning in a traditional school based on reproduction of know-
ledge. Public and media-exposure had an impact on the pupils” experience of
the project. Their self-esteem was enhanced. They also had an experience of
being part of an international and a forward-looking project. Teachers consider
the project successful and have learnt a lot about the design process. This is
something they can use in future projects on different levels. The teachers have
learnt from designers’ visits, from educational material and from courses and
workshops held. The Fantasy Design project has shown that there has been a
need for design education among teachers.

Some designers had an inspirational introductory role in the project, using
most of their time lecturing about design in general, to introduce what design is
and might be, mainly in connection with showing own designed pieces. Others
had a more tutorial role in the design process. In some cases the designer was

involved in tutoring during the pupils” whole design process, from gathering of
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ideas to producing a prototype. An external feature in ordinary and every day
schoolwork, such as a designers’ visit, may trigger both pupils and teachers. For
pupils a task given by a professional designer or being tutored by a designer may
be considered more real and authentic than a teachers input.

The international exhibition was not interpreted as an elitist project by the
participants. The whole school could gain from publicity of the exhibition and
following media exposure if the school was represented on it. National and
local exhibitions were held in several countries, in museums, public institutions
and in schools, showing a greater amount of works than the international exhi-
bition, thus avoiding accusations of elitist thinking.

Where the international exhibition was shown the media interest was bigger
and more often national, even international. A national interest, and attention
in national and specialized magazines and in television opened the exhibition
to a wider audience. However, exhibitions on all levels were successful. Some
schools in Norway have for example arranged their own exhibition on parent’s
nights with positive feedback. Some Norwegian teachers meant that working in
competition towards the international exhibition made the pupils work harder,
which was seen as positive.

Our interpretation is that the international coordinators have been strong in
economical and organizational matters, partly due to experiences from Fantasi
Design 1, the first project. Contracts in the project were written and the actors
had an economical responsibility. National coordinators had their own budgets.
Pedagogically the national and local levels have had a rather strong autonomy,
in using different methods reaching the objectives. However, certain activities,
such as workshops, visiting designers, exhibition, teacher training and produ-
cing educational material were stipulated. Also some key notions have been
widely used in the project, e.g. inter-disciplinarity and every day design.

This means that a top down perspective has not been used in the project. All
national coordinators have discussed the project in terms of a democratic, flat
level project. One national coordinator meant that the international manage-
ment has been “exemplary”. Every day design also means that elitist design is
not highlighted in the project, rather every day use of design and a consumer
perspective have been emphasized.
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Conclusions of the outcomes

It seems that networking is a key factor creating a successful project such as
Fantasy Design and also in creating a sustainable project. However, a sustai-
nable project is somewhat contradictory since a project can be seen as a task to
be realized within given frames of time, economy and efforts, to reach certain
objectives and anticipated results. Networking on the other hand means con-
nections with a certain longevity, thus more sustainable.

Our analysis shows that the objectives of the project have been reached by
far. However, reaching the objectives may be a too limited ambition. In the
perspective of sustainability and networking the actors of the project already
have a network with designers, schools, teachers, companies etc. that already
is in use since the actors already are involved in new projects transferring ideas
from Fantasy Design, into other projects. This means that a good project is not
only a single project. And we mean that Fantasy Design is a good project.

Our interpretation is that the emphasis on teacher training appears to be
rather exclusive to Fantasy Design, in comparison to other educational projects
within the field of crafts and arts subjects. In other projects that we know of
there often is a tendency to neglect the teacher and instead to focus on the
external actor together with the pupils. This is one answer to why projects in
schools often have no longevity. When the project is over the external actor
leaves and no competence is gained in school, since the pupil leave school and
the teacher remains. The long lasting and real impact in schools can only be
made by the teachers themselves, since they are in the schools most of the time
and thus represent the sustainability in school. Working with pupils as well as
teachers create a circle of education that will have longevity and sustainability.

New and permanent practise was an anticipated result of the project, sug-
gesting a change in teaching and learning design-related skills and knowledge
in schools. We have pointed to the role of the teacher in this development.
However, this does not mean that the role of external institutions in school
will diminish. On the contrary, we think that the normal and every day situa-
tion in design education and in many other areas in school should consist of
projects and emphasized external relationships. The school of today no longer
has a monopoly of knowledge, since other media, other institutions and other
cultures are natural partners in the pupils” building of competence, knowledge,
skills and understanding. In fact it is easy to see both museums and schools,
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belonging to different fields of culture, both opening up, realizing that they are
instruments and institutions for communication. Distance education with the
help of 1cT and web pages has an important role in this work.

However, if it may be suspected that diminishing timetables, skills and com-
petence in crafts and arts related themes and subjects in school is compensated
by the school authorities with only external punctual efforts, then projects may
not be a sustainable way to work with these issues. Instead a national evaluation
and a policy document for these subjects and themes, combined with updated
curricula, syllabi and timetable including an enhanced teacher education would
be more adequate commitments for taking responsibility for design education
in the school.

A concept in the project has been that the pupils are validated as being im-
portant. This importance is shown in the realization of the pupils” design work,
from ideas to reaching a wider audience. Completed communicative processes
like this, including production and presentation, may be an important method
in design education, and wider in artistic education and in learning generally.
In such a case the pupil really takes part of the learning and is not only an ob-
ject for the teachers teaching.

However, completed communicative processes demands an infrastructure in
schools and out of schools including studios, workshops, places for performan-
ce and exhibitions etc. Also included in the infrastructure is time for disposal,
group sizes suitable for laboratory experiments in design and relevant equip-
ment. When some teachers talk about the realization of the project as “awfully
hectic and a terribly messy process”, an analysis of the infrastructure of the
school might show that the school is not prepared for a project like this. In such
a case the teachers might have been placed in a too demanding situation.

* The project has reached its objectives according to the application

* The project has a focus on complete communicative processes, which
means that the pupils have been taken seriously in their work.

* The project is unusual in its ambition to also focus on teachers’
continuing education, which creates sustainability to design
education in school.

* The project is forward-looking in its ambition to educate for creativity
and cooperative win-win situations between institutions such as

schools and museums, and also between countries.
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Discussion

In the curricula of the different countries involved in Fantasy Design design
education has been arranged in different ways and in different types of schools
have. Within the project there has been a discussion about inter- or multi-dis-
ciplinary approach in relation to design education in schools. This means that
different subjects and teachers with different competences have been involved
in the integrated project.

Promoting different fields of knowledge aiming at creating a new subject
may be a problem in school, if it leads to too much differentiation between
subjects, since the creation of a new subject may affect other subjects. Adding
new subjects and perspectives in school may create a crowding of knowledge or
skills within a subject or a course and too many subjects studied in a period of
time. This may lead to an additive or a quantitative cognitive approach. So far
we are not prepared to suggest a design subject in school, without an analysis
of the whole curriculum and syllabi in all types of schools in the educational
system of a country.

A way of counteracting such tendencies is integration between subjects in
themes or in other ways of cooperation. Changes in the curriculum of school is
relevant only after an analysis of what pupils and/or the society need in terms
of competence, knowledge, skills or understanding. Design can be seen in an
existential, a democratic and a working life perspective.

Fantasy Design has been discussed in terms of a focus on existential aspects
on time and space in the pupils” own life. This focus is also connected to an in-
terpersonal aspect of relations between pupils and other actors, such as friends
and relatives. This may be called an existential life-world argument for design
education in school.

Also the relationship between the classroom and the public sphere in the
project has been mentioned. Discussions of consumerism, sustainability and
environmental issues and studies of and acting in the public sphere, in excur-
sions and exhibitions out of school, may be seen as a democratic and a freedom
of speech aspect of the project. This may be called a democratic argument for
design education in school.

Still another argument for design in schools is connected to working life
and economical growth. This argument is not so often promoted in the school
discussion. However, it can be seen as especially important in relation to design
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education in school. Richard Florida speaks in his 7he Rise of the Creative Class
(2002) about the new economy as the economy of creativity, where creativity is
seen as the most important contribution of the employee.

He shows that creative activities not only are typical for spare time, but also
that they increasingly characterize employment. In a post-industrial situation
out-sourcing, automation and the use of robots take over the earlier functions
of the traditional working class as well as of employees in the service sector. In
this process he discovers an increasing need for creativity in the working life of
the new economy, in order to gain economical growth. A new class is rising,
the creative class.

The part of manpower working creatively has been rising dramatically in the
USA in the 20th century, while at the same time work in agriculture, manu-
facture industry and even in the service sector is diminishing. Thus, today the
working class is smaller than the creative class.

In order to shape the new creative society, according to Florida (2005), a new
infrastructure has to be built, just as the chaotic development of industrialism
later was replaced by a fitting infrastructure in the form of schools, motor ways,
unions, democratic institutions etc. This means that creativity is not only im-
portant in working life, but in all parts of society, including leisure and living
in general, where the creative class demands tolerance of different lifestyles,
culeural activities and quality of life.

These observations about changes in society and economy, brings up the
question about how school is meeting these new demands and how creativity
can be visible in school. Culturally and economically powerful activities such as
design have traditionally not been highlighted in school, which in many ways
is still focused on the needs of the industrial society, with top-down processes,
pupils” loyalty and obedience, and not creativity, as core activities.

The Fantasy Design project can be seen as one step towards a more creative
school and a future creative society. A focus on design highlights creativity as
well as utility in school and together with the Florida perspective Fantasy De-
sign is placed in the core of questions about what kind of society we live in and
what kind of society we want.

The interdisciplinary aspect of design education has been highlighted in the
project. We have also pointed to the possibility to integrate a lot of subjects
with a focus on design, such as Art, Craft, natural sciences, Mathematics, and
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social sciences. The advantage of integrating themes and projects with a focus
on design is that it may include connections between conceptualization, visua-
lization and realization. In school focus often is only in cognition and language
learning, while a perspective on design may include multimodality, while using
several media in the process of learning.

A contemporary use of the notion of design contains not only products, but
also services, processes and systems. A wider perspective on design includes
an idea that not only tools and objects are created by man, but also ideas, art
and language. Man is using technical as well as intellectual and artistic tools
to create the world. A wider view of what text and knowledge are, containing
not only written or spoken language as communicative modes, may open the
school to creative processes of learning. Instead of skills in written language
in terms of literacy researchers today talk about multi-literacies in school and
education. The meaning generating processes concern not only linguistic, but
also visual, tactile and auditory processes. They are using design as an umbrella
for all these processes.

In working with design there is an element of creativity. This means that the
pupils are not only confronted, as in reproductive education, with what has
been and what is, but also with what not yet is. The pedagogical researcher Lev
V. Vygotsky talks about the objects surrounding us as “crystallized fantasy”,
once imagined, now real. Thus, the fantasy aspect of Fantasy Design is what
not yet is, and the design aspect is the realization of what up to that point did
not exist. Since the pupils are young, and in school are creating themselves,
they are, just as the designs in this project, becoming and not yet being. Thus
design education can be seen a model for individual and social empowerment
generally and can play a greater role in a forward looking school than expected,
in different subjects and contexts.
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Utviirdering av ett
samtida konstprojekt -
Som nu ungefir

Sammanfatining
Konstprojektet "Som nu ungefir” utvecklades av Lars Cuzner for Kulturverket vid
Umea kommun. Projektet erhéll medel £6r genomférande. Delar i projektet samman-
kopplades dven med ett filmprojekt i samverkan med Forum for levande historia. Fran
bérjan var det tinke att frimst engagera elever pa gymnasienivd, men av bl.a. schema-
tekniska skil kopplades fyra klasser 7-9 in fran fyra olika skolor.

Ett uttalat mal i projektet var att 6ka méjligheterna till aktiv kulturskapande verk-
samhet. En férhoppning om samverkan mellan skolor for att stimulera till integrations-
frimjande arbete fanns dven med. Resultatet av arbetsprocesserna ledde dock till i stort
bibehéillna grupperingar bland elever vid de fyra olika skolorna. Projektets uppligg-
ning, med bl.a. bussning av elever och samverkan i samma lokaler, ledde till mojliga
former for samverkan och indireke till méten mellan ungdomar fran olika stadsdelar
och skolor.

Resultatet tyder pa att flera olika faktorer, som pa forhand varit svdra att férutse,
sannolikt paverkat férloppet avsevirt. Det forsta giller deltagarna. Fran bérjan var det
tinke att det skulle var gymnasieelever, men av schematekniska skil gick inte detta.
Istillet valdes fyra klasser i fyra grundskolor ut. Det andra avser lirarnas medverkan
i projektet, som idealt skulle forankrats tydligare och dir rollen kunnat vara klarare
mellan ingdende parter. Det tredje avser vikten av att projekeet i sig kan vixa fram med
méojligheter till justeringar lings vigen och i dialog. Alla dessa tre steg kan utvecklas i
kommande projekt. Till projektets art och karaktir hor emellertid act mycket inte skall
kunna férutses i detalj. Manga utstillningsprojekt har vuxit fram som vittnar om stor
kreativitet i idé- och genomforande faser.

Projektet utmynnade i en utstillning som tickte de nedre salarna i Bildmuseets loka-
ler. De c:a 25 presentationerna lyckades mycket vil med ambitionen som var en birande
idé i projektet — nimligen att visa pi den mangfald som den samtida konstens omrade
kan erbjuda. Det ir i sig ett viktigt konstaterande att kunna visa upp vad eleverna
forméte astadkomma under professionell ledning. Deltagande elevgrupper, deras lirare
och andra engagerade i projektet dr néjda med slutresultaten och har uppfattat projektet
som givande att deltaga i.
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Filmprojekten hade svarigheter att hinna producera filmerna till deadline fér filmpro-
jektet i samverkan med Forum f6r levande historia. Forsenade filmprojekt kunde dock
till dels inférlivas i konstprojektet. De filmer som blev firdiga inom projektet under
ledning av Forum f6r levande historia hade positiva effekter pa de deltagande eleverna
som pé Lava, Kulturhuset i Stockholm fick méjlighet att diskutera filmerna med andra
elever i landet. De hade goda méjligheter att lyfta kunskapen om film och om filmens
kommunikativa potential i relation till frigor om tolerans och om virdegrund.

Inledning

Det ir inspirerande att f4 méjligheter att granska projektet Som nu ungefir”,
som genomforts senhdsten 2005 och véren 2006 under projektledning av Lars
Cuzner, anstilld av Kulturverket, Umed kommun. Utvirderingar av kultur-
projekt som gar utover det rent dokumenterande ir inte sirdeles vanliga. Det
sammanhinger med att de medel som finns for att genomfora projeke sillan
ricker till analys efter genomforandet.

Projektet som granskas har fitt medel frin Stiftelsen Framtidens kultur, och
medel f6r utvirdering har tagits fram i samarbete mellan Umed kommun och
Umea universitet. Arbetet med att belysa projektets forutsittningar, genomfér-
ande och resultat har utféres av docent Anders Marner och fil dr Hans Orte-
gren, bada verksamma vid Lirarutbildningen vid Umea universitet. Syftet med
utvdrderingen ir att utifran foreliggande projekt resonera kring mojligheter att
vidareutveckla kulturorienterande projekt dir skola, kommun, universitet och

museer kan vara samverkande parter.

Forutstittningar

Projektets syfte och mdl
Projektet ”Som nu ungefir” erholl 400 ooo:- i medel fran bland annat Stiftel-
sen Framtidens Kultur (www.framtidenskultur.se/Sfkbid2oos.htm). I en text
(Bil. 1) beskriver projektledaren och initiativtagaren Lars Cuzner projektet i en
kortfattad redovisning:

Detta projeket gdr ut pé att skapa nya intressen for idébaserad och expe-
rimentell samtidskonst. Det ir ett utvecklingsprojekt som avser att nd
nya grupper med kulturutbudet och pé ling sikt 6ka mangfalden inom
svenskt konstliv. Eleverna som ingar i projektet bearbetar och formu-
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lerar egna idéer och soker pengar fran projektet for genomférande av
konstprojekt. Eleverna kan vilja att jobba med antingen fria konstpro-
jekt for en utstillning eller ett vil finansierat offentligt konstverk eller
ett nationellt filmprojekt f6r Forum for levande historia. Dirpa avslutas
projektet med en hégt kvalitativ utstillning pd Bildmuseet som ppnar
samtidigt som ett par tusen ungdomar fran hela Sverige dr i Umed 25-28
maj 2006 fr att delta i URIX, den arliga asiktsfestivalen.

Projektet skapar en bred grupp nya utévare och nir dirmed ocksd nya publik-
grupper. Elever blandas fran olika bostadsomréaden fér gemensamma lektioner
pa Bildmuseet under en hel termin. Elever blandas ocksi p4 varandras sko-
lor; en buss (som ir till hilften ett mobilt galleri) anvinds for att transportera
eleverna till och frin skolor och museet. Detta ir ett projekt som kommer att
utvirderas och géras om, det som behdvdes var ett bra startkapital, vilket vi har
men nu behdvs en satsning som tilliter ungdomarna att genomféra en profes-
sionellt utférd utstillning.
I Cuzners sammanstillning finns dven listade mélsittningar i punktform:

Syftet/mél med projektet ér:

* att gora samtidskonst tillginglig och intressant for tjejer och killar
mellan 13 — 16 ar samt se till att alla kiinner en lika sjilvklar tillhrighet.
Projektet riktar sig till majoriteten lika mycket som till minoriteten,
fokus ligger pa intresse och idéer men anstringningar méste goras
for att tjejer och elever med olika bakgrund nés och far se passande
forebilder.

* att skapa intresse och nyfikenhet for nutida konst och kreativa processer
hos ungdomar samt att ge dem verktyg att forklara och motivera sina
idéer och tankar.

e att nd ut till grupper som sillan tar del av kulturutbudet, och i detta
fall skapa ett intresse for Bildmuseets verksamhet.

* att skapa samarbeten mellan elever frin olika geografiska och socio
ekonomiska miljéer i Umed.

e att samla en utvald grupp intresserade ungdomar som under ett tema
skapar ett offentligt konstverk samt att genomféra en stor utstillning
av hog kvalitet pd Bildmuseet som 6ppnar i samband med att URIX
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kommer till Ume4 i maj 2006.
* act utveckla ett instruktivt liromedel for undervisning om nutida
konst i samarbete med Moderna Museet Stockholm och sos i

Géoteborg. (Cuzner, bil 1)

Forum for Levande Historia stéttade dven medverkan f6r Umeds skolor i pro-
jektet ”Vada Tolerans?” Pa Forum for levande historias hemsida www.tolerans.
levandehistoria.se/default.php?id=10 kan man lisa om projektets bakgrund och
syfte:
Bakgrunden till projektet dr Regeringens handlingsplan mot rasism, in-
toleransrapporten frin 2004 samt Forum for levande historias uppdrag
att kombinera kunskap med kulturella uttrycksformer.

Syftet dr att sdtta igdng en process med sikte pa att for ungdomar vik-
tiga frigor idag tas upp till belysning, och pa att barns och ungdomars
roster ges utrymme och plats i det offentliga rummet.

Med utgidngspunkt i ordet tolerans vill vi att ungdomar funderar ver
vad som viktigt fér dem, vad de sjilva upplever som orittvist och dis-
kriminerande i sin vardag, vad det r som sitter grinser for att skapa ett
samhille med plats &t alla, utan vare sig ett strukeurellt eller individuellt
fortryck. Vi har inga givna losningar, vi stiller fragor och det ir bara
ungdomarna sjilva som kan ge oss svaren.

Dessa biada projekt sammanfsll till viss del. Det uppdrag forskarna Hans Orte-
gren och Anders Marner vid lirarutbildningen i Ume3 erhallit, tar sin utgdngs-
punke i ovan listade projeke. I beviljade medel fér uppdraget ingar att studera
projektets olika faser, med tyngdpunkt pa redovisningarna av slutprodukterna.
Dirutover syftar utvdrderingen till att diskutera mojligheter och svérigheter i
utvecklandet av samverkan mellan skola, konstinstitutioner och kurser inrik-
tade mot ldrarutbildning. I ansékan om medel for utvirderingen skulle ocksa
idéer kring 6msesidig kompetensutveckling och samverkansformer mellan [3-
rarutbildningen vid Umea universitet och Kulturverket vid Umed kommun
foresls.

I ansokan framgar 4ven att projektet skall ses i relation till annan verksam-
het i samverkan mellan universitet och kommunal verksamhet: ”Syftet med
samarbetet mellan Kulturverket och Umed Universitet 4r att finna vigar for
hur lirarutbildningen kan engageras i utatriktade kulturprojekt inom ramen
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for Kulturverkets omriden”. Av sokta 8o ooo:- for detta indamail erhélls 7o
000:- av Umea universitet och Umed kommun, som avsatt medel fér dmsesidig
kompetensutveckling.

Uppléggning och metod

Anders Marner och Hans Ortegren vid Institutionen for estetiska imnen ge-
nomfor utvirderingen. I arbetet ingdr deltagande observationer i samband med
igangsittandet av projektet, l6pande samtal med projektledare, intervjuer med
lirare och elever, studier av arbetsprocess och redovisningar. Uppfoljande in-
tervjuer sker med deltagande parter, samt kompletteras med en diskussion dir
projektet sammanfattas och framétblickar sker i relation till de éverenskomna
syftet. Utvirderarna provar att sitta arbetets uppliggning, samverkansformer
och resultat i relation till sociokulturella teorier. Sirskilt beaktas fragor relate-
rade till olika konstpedagogiska diskurser utifrin en modell som presenteras
nedan.

Kategorier att syna

Centrum - periferi

Ett syfte med projektet 4r att bidraga till ett 6kat engagemang for visuella ar-
betsmetoder (film och konstutstillningar) bland unga medborgare, som inte
tillhér centrum inom kulturlivet. Ett annat syfte ir atc hjilpa unga att pa ett
enklare vis kunna ta sig till stadens centrala delar, i detta fall Bildmuseet, samt
mota elever fran olika miljder med hjilp av bussning under skoltid. Ett tredje
syfte dr att lita ungas arbeten ta plats och beredas utrymme pd arenor som
Bildmuseet, som kan ses som ett kulturellt centrum. I utvirderingen granskas

process och resultat av dessa malsiteningar.

Siindarorientering - mottagarorientering
Eleverna erbjéds att som konsumenter ta del av samtida konstutstillningar med
betoning pa icke-traditionella konstuttryck, samt av foredrag och filmer p3 te-
mat tolerans. Men sjilva projektets betoning lag pa att eleverna verkar som
producenter, alltsd som sindare, inom ett av dessa omraden.

Eleverna och deras lirare definieras som mottagare av projektidén och pro-
jektets upphovsmin ir sindare. Det kan diskuteras i vilken utstrickning mot-
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tagarna orienteras i sindarens syfte. Det kan diskuteras i vilken utstrickning
projektets upphovsmin orienterar sig om mottagarnas villkor och intressen
inom dmnesomridet.

I utvirderingen diskuteras mojligheter och svarigheter med att skapa intresse
hos mottagarna och ni malet, att dessa forvandlas till de faktiska sindarna
(producenterna) av den firdiga produkten (utstillningen / filmproduktionen).

Sniivt konsthegrepp - vidgat konsthegrepp
Det sniva konstbegreppet uppfattas som négot som kriver den professionel-
les kunskaper for att (med kvalitet) producera och en konnissér for att (med
kvalitet) konsumera. Nir “ett vidgat konstbegrepp” beroende pi sammanhang
uppfattas som konst, kan dock sammanhangen fortfarande exkludera ett vid-
gat deltagande.

I utvirderingen diskuteras hur eleverna formulerat och kanske omformulerat
sin syn pa vari konstnirliga anvindningsomraden bestr.

Process - produkt

I ett konstpedagogiskt projekt forekommer sdvil processer som produkter.
Processen eller produkten kan fokuseras beroende pd syftet. I Nir ett projeke
genomforts, mynnar det per definition ut i en produkt, i meningen att en av-
rapportering sker nir projekttiden l6pt ut. Men syftet och huvudpoingen med
vissa projekt kan 4nda vara att stimulera till en process och skapa ett intresse for
framtida processer, snarare 4n att dstadkomma firdiga och avslutade verk.

I utvirderingen diskuteras “produktkvaliteter” och “processkvaliteter” i
foreliggande projekt. Vi vill sirskilt se huruvida arbete kan utvecklas fér att 5ka
positiva forstirkningar mellan arbetsprocesser och firdiga produkter. En tanke
att prova ir om och hur “presentationer” (pedagogiska visningar av utstillning-
ar och filmer) kan uppfattas som en brygga mellan just process och produkt.

Enhetligt - fragmenterat

I ett projekt kan alla deltagare striva mot ett likartat mal, men det kan ocksa
finnas tankar om att undvika detta pga. risk for likrikening. Omvint kan allt
for vida ramar riskera att ett projekt inte haller ihop och att produkterna blir
osammanhingande. I utvirderingen resoneras det kring detta, bl.a. genom att
diskutera arbetsplatsernas betydelse, tidsramarnas inverkan och de olika teman
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som arbetet berort.

Modernism - postmodernism

I en modernistisk utstillning efterstrivas nyskapande och brott med traditio-
ner, men samtidigt ofta inom en traditionell och sindarorienterad form. I en
postmodernistisk presentation utgdr brotten genom brist pa enhetlighet inom
sjilva utstillningen ett skapande inslag. Forhallandet till traditioner priglas
mer av omskapande dn av brott. I utvirderingen diskuteras savil arbetssitt
(process) som arbetsresultat (produkt) i relation till dessa genrer.

Stor beriittelse - sma beriittelser

En institution som Kulturverket verkar for att dppna méjligheter for att stotta
kulturverksamhet bland unga i Umed kommun. Att kalla sig en "omyndighet”
for ung kultur i Umed, vittnar om viljan att undvika att fastna i stela institu-
tionaliserade former till f6rmén f6r nya formationer och en mer experimentell
verksamhet. Projektet "Som nu ungefir” utvirderas med inriktning mot hur
dessa arbetsformer fungerat i samarbetet med skolan som institution och med
andra institutioner som deltagit i projektet; Bildmuseet, MediaCenter och Film
i Visterbotten.

Enstiimmig miljé - flerstimmig miljo

Med en flerstimmig miljo kan i skolsammanhang avses att sivil lirare och
elever som elever och elever ingar i dialoger med varandra om sivil arbetsfor-
mer som arbetsinnehdll. I ett projeke dir klasser fran fyra skolor skall samverka
i olika grupper, blir det ett mil i sig att skapa flerstimmiga miljéer. Men dven
projektets uppligg som ger de medverkande stor valfrihet, 4r tinke att gynna
flera olika slag av angreppssitt pd projektarbetet. I utvirderingen forsoker vi
analysera olika aspekter av hur denna ambition fallit ut.

Ett medium - flera medier

I dagens konstuttryck, liksom i filmmediet, kan multimodala uttrycksformer
anvindas. Forutom att spelfilm innehéller sivil ljud som bild, kan dven konst
goras som ljudinstallationer, filmer mm. I projektet frsoker vi utréna hur olika
medier samverkat och vilka mediespecifika kunskaper eleverna haft tillging
till. Vi resonerar dven om hur samverkan mellan medier skett i projektet, bland
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annat genom att savil "Som nu ungefir” som ett filmprojekt kunde viljas av

eleverna.

Metod att utviirdera projekiet

I virt uppdrag att utvirdera projektet har vi valt en formativ utvdrderingsme-
tod. Av ekonomiska skil har det formativa inslaget frimst inneburet att vi gjort
nedslag via deltagande observationer vid igangsittning, pigiende arbete och
redovisning av projektet. En metod f6r materialinsamling har séledes bestdtt av
deltagande observationer.

Vi har dven som en del av den formativa utvirderingen, deltagit i diskussioner
med olika parter inom projektets ram. Det betyder konkret att vi kunnat ricka
en hjilpande hand till elever, bidragit med férslag till 16sningar pa uppkomna
problem etc. Detta har vi dock valt att gora i en mycket begrinsad omfattning.
Diremot har vara pigiende samtal med elever och elevgrupper i sig erbjudit
tillfille f6r dessa att reflektera ver sin egen arbetsprocess, i den meningen att
vi ber dem forklara vad de gor och varfér. Likas har vi efterstrivat en 6ppen
och okonstlad dialog med projektledare och med medverkande lirare kring det
l6pande arbetet under projektets gang.

Efter projektets redovisning har vi sammanstillt nagra frigestillningar rik-
tade till ldrare och till elevgrupper. Detta material har sammanstillts, och utgér
en del av de iaketagelser pa vilka vi redovisar vér analys av produkt och process.
Likaledes har kortare intervjuer genomforts med olika grupper under arbetets
ging. I samband med visningar av filmer pa temat "Tolerans”, som visades pa
Kulturhuset i Stockholm, gjordes deltagande observationer, som dven omfat-
tade arbeten utférda av elever vid skolor runt om i landet.

En intervju har genomforts med Lars Cuzner efter det att projektet avslutats,
samt informella intervjuer i samtalsform har genomforts med Lisa Lundstrom,
intendent, Bildmuseet, Sol Morén, konstnir och visstidsanstilld i projektet,
samt med Lisa Alfredsson, studerande med praktikarbete knutet till projekeet.
I syfte att finga projektet i en bredare kontext, har dven Kulturverket som
organisation beakrats, liksom omstindigheter inom projektet dir skolornas or-

ganisation och Bildmuseets ses i relation till varandra.
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Arbetet fram fill projekistart

Information om hur arbetet genomférts under hésten 2005 infér projektstarten
véren 2006 har vi frimst tagit del av genom material som tillsints oss av pro-
jektledaren Lars Cuzner. Vi har dven vid ett par kortare méten hort oss f6r om
planeringen infér projektstart.

Sdsom projektet forst skissats var det inriktat mot gymnasieskolor. Organi-
satoriskt visade sig detta vara ett bekymmer, inte minst schematekniska skl
bidrog till detta. Nir budet gick vidare till &r 7 — 9, var det forst rektorer som
kontaktades. S& sminingom utkristalliserades ldrare, vars klasser ville medver-
ka. Det blev dock nédvindigt att erbjuda savil ar 7 som ar 8 att kunna deltaga.
I ar 9 fanns liknande schemaproblem som gymnasiet. Det tycks vara svirt att
genomfdra dmnesdvergripande arbete sista aret fore gymnasiet pa initiativ ut-
anfor skolan.

Flera olika turer kan redovisas. Férst och frimst har urvalet av deltagande
klasser forandrats frimst pd grund av schematekniska skil. Det ledde allesa till
att det planerade arbetet att fi arbeta mot gymnasiet fick strykas till forman for
ir 7 och 8 i grundskolan. Nir skolledare accepterat att lata klasser ingd i projek-
tet, vidtog forsok att finna limpliga klasser pd de fyra skolorna.

Nir detta vil var overstandet gillde det att hitta passande tider for arbetet.
Hagaskolan och Alidhemsskolan parades ihop tisdagar 8.30 — 11 00 och Er-
singsskolan och Minervaskolan fann gemensam tid torsdagar kl. 13 — 15.30 for
projektarbetet. Dirmed fanns nu i projektet fyra elevgrupper frin olika skolor.
Maijlighet till mixade grupper med elever fran stadens centrala delar och fran
dess utkanter ordnades alltsd till sist. Men detta innebar att sdvil skolor, som
lirare och klasser fick uppsokas for projektet, snarare in att de sjilva uppsokte
att f deltaga i projektet av intresse.
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Genomfdrande

Information till klasserna

[ slutet av hdstterminen och i bérjan av varterminen informerade Lars Cuzner
klasserna om projektet. Vid varterminens borjan besokte Lars Cuzner de olika
klasserna och informerade om projektet. Han hade bokat tider som passade
med lirarna pa skolorna, samt sdg till att skicka ut mail med olika uppgifter
infor den kick-off som planerats sedan hésten. I bérjan av virterminen hade
den fér Kulturverkets verksamhet inkdpta bussen rustats och chauffér ordnats.
P4 sd vis underlittades transporterna till och fran Ersboda Folkets hus for till-

resande klasser.

Kick-off pé Ershoda Folkets hus

Vid den heldag som bokats in for att sjdsitta projektet hade Kelly Tainton,
skadespelare och verksam i projektet som drivs via Forum for levande historia,
bjudits in for att presentera temat “Tolerans”. Kelly Tainton gav en personlig
introduktion till temat pé ett medryckande vis. Cirka hundra elever och nigra
lirare deltog.

Tainton uppmanade eleverna att finna angelidgna imnen pa temat, girna ba-
serade pa upplevda situationer eller hindelser de erfarit. I sin presentation redde
foredragshallaren dven ut vissa begrepp om vad det innebir att vara medborgare
med annan bakgrund en svensk. Sammanfattningsvis var det ett engagerat och
en engagerande start.

Lars Cuzner gav ocksd en bakgrund till projektet "Som nu ungefir” och
redogjorde for méjliga arbetssitt och val av metoder att arbeta fram projekten.
I samband med lunchen gavs méjligheter for eleverna att sitta i mindre grupper
och samtala om sina intresseomriden inom projektets ram. Intrycket vi fick
som deltagande observatorer, var att denna kick-off verkligen var en stor ut-
maning for projektledare Lars Cuzner. Ambitionen att klasser fran olika skolor
skulle triffas och lira kinna varandra si smatt var tydlig. Aven ambitionen att
informera fér alla om sdvil konstprojektets uppliggning som om filmprojektets
idéer var ett birande inslag. Vidare ville man lta eleverna borja fundera pé vad
var och en av dem ville inrikta sig mot, i samtal med andra elever frin andra

skolor.
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Under eftermiddagen visades bl.a. filmen Zozo som regisserats av Josef Fares.
Filmen, som bide utspelas i Libanon och i Sverige, passar patagligt vil in i pro-
jektet ”Vada tolerans?”. Dels visar den pa erfarenheter fran krigshirjade linder,
dels visar den hur en ung pojke férséker smilta in i en helt ny miljé vid sin
ankomst till Sverige.

Arbete i skolor och pd Bildmuseet

Som vidare input infor konstutstillningen visade Lars Cuzner i workshops, med
inbjudna konstnirer, exempel pa samtida konstprojekt, de deltagande eleverna
erbjod ett nytt sitt att se pa konstomradet. Detta ledde till brainstorming om
hur de kommande delprojekten kunde se ut och mynnade si sméningom ut i
projektbeskrivningar. Syftet med dessa var att det skulle vara “skarpa” projekt
som varje grupp skulle soka pengar f6r och motivera vil. Detta for att skapa
liknande forhillanden som en samtida konstnir arbetar under vid genomfér-
andet av projekt.

Denna process tog ett antal tillfillen att genomféra och med nagra fa veckor
kvar till utstillningen hade bara somliga av de praktiska gestaltningarna av
projekten kommit iging. Sjilva genomforandet fick en tydligare riktning efter
paskledigheten.

Projektets utveckling

Idén att forma intressegrupper 6t pi som planerat utom i ett par avseenden.
Med fi undantag blev grupperna bestiende av elever frain samma klass och
skola, oftast @ven enkdnade grupper. Den blandning av idéer mellan skolor och
mellan elever fran olika miljder som tinkts ske, minskades dirmed visentligt.
Bussningen av elever, liksom det faktum att grupperna arbetar i samma miljo
pa Bildmuseet, kan dock beskrivas som att ge 6kade méjligheter till kontakter
elever emellan frin olika skolor.

Sammanfattningsvis blev alltsd grundidén att blanda klasser fran olika sko-
lor i praktiken inte genomford. Detta berodde bland annat p4 att eleverna fick
forma sina intressegrupper s som de sjilva 6nskade. Det blev littare for dem
att samarbeta med elever de redan kinde och i grupper de upplevde trygghet i.
Detta ledde dven till att de allra flesta grupper blev enksnade.
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En effekt av den viljeyttring som fanns frin projektledningens sida att efter-
striva grupper som skapades utifrdn intressen for vissa imnesval, blev dock
att det kom att dréja innan grupper slutligen formades. Under denna tid hade
eleverna mojligheter att bekanta sig med elever frin en annan skola, inte minst
i samband med de workshops som genomfordes.

Under januari och februari manad arrangerades pd Bildmuseet och i viss
man ute pa skolorna workshops for att nirmare orientera om hur sivil film-
produktioner som konstprojekt kan utvecklas. Exempelvis ledde Lars Cuzner
workshops pd Bildmuseet dir elevgrupper fick vilja bland genomférda konst-
projekt som Cuzner berittat om, och som det i folderform fanns information
kring. Syftet var & ena sidan att hos eleverna forma uppfattningar om projektens
positiva och negativa sidor, 4 andra sidan var det forberedelser for egna projeke.
P4 liknande vis genomférdes kortare dvningar i kreativt tinkande. Eleverna
fick komma p3 nya applikationer till vardagliga foremal. P4 motsvarande vis
gavs input om hur man kan anvinda filmmediet. Dessa workshops knét allesd
an till savil filmtemat som till konsttemat.

Ett tjugotal grupper bildades, somliga tog form ganska direkt, andra var
linge osikra pd vilken inriktning man ville vilja, och nagra hann byta idé flera
varv. Det visade sig ocksd att merparten av de elever som nappat pa Tolerans-
temat for filmproduktion inte kom att bli klara med sina filmer innan deadline
gick ut i pdskeid. Négra av dessa grupper fortsatte emellertid med sina filmer,
men omformulerade dem till att passa in i konstutstillningen. Detta kunde
innebira att somliga byggde pa nya idéer och scener och ganska lingt in i pro-
jektet. Detta gillde dven for flera av konstprojekten. En hel del av gruppernas
arbeten stimde inte med de ursprungliga planerna och idéer fick ibland omst6-
pas sd att de blev praktiskt genomforbara.

Lit oss ta ett par exempel. En grupp pojkar hade som birande idé att skapa
en simulerad licka frin taket. Detta stindiga droppande skulle via en for 6gat
gomd pump cirkulera vattnet. Eleverna blev glada nir de lyckats formulera sitt
projekt och fa mojligheter att bestilla en hantverkare som skulle hjilpa dem.
Hantverkaren backade dock ur, da arbetet blev for komplicerat for vad som
rymdes i budgeten. Eleverna fick d finna nya sitt att 18sa det problem de satt
sig fore. Ett annat exempel dr en grupp elever som ville underséka restaurang-
folks attityder till brist pd hyfs i deras lokaler. Efter att i olika faser forsoke finna
sitt att med dold kamera dokumentera skeenden dir de sjilva agerade gav de
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slutligen upp idén. De ville finna en form som de kunde std for och ville for-
sikra sig om godkinnande frin tinkta inspelningsplatser. Nir detta inte gick
som de hoppats, gav de upp projektet. Somliga projekt foljde en mer utarbetad
plan som man kunde hilla fast vid. Ett exempel dr en grupp flickor som kom-
mit pa idén att dndra firgsittningen pa ett trid radikale. Hir foljde gruppen
sina ursprungliga intentioner, men firgliggningen gav inte det uttryck de hade
hoppats pi.

Lars Cuzner drev ganska tydligt kravet pa att eleverna inte fick sitta iging
och ”bara gora” sin idé, vare sig det avsig filmproduktion eller konstnirlig ge-
staltning av annat slag. Det ledde bl.a. till att 6vandet i projektformulering tog
avsevird tid av projektet i stort. Nir vil en idé vunnit godkdnnande av projekt-
ledarna aterstod ofta ett forankringsarbete att utféra for eleverna. De behovde
hjilp med utférande av ndgon kunnig hantverkare, eller tillstind av personer
att 4 utfdra vissa idéer etc.

Studenter vid ldrarutbildningen som hade praktikperioder i nagra av de be-
rorda klasserna gavs méjligheter att anvinda delar av sin verksamhetsforlagda
tid f6r ate gé in i projektet. Det skedde dock i ytterst ringa utstrickning att stu-
denter dgnade tid &t projektet. Det har sannolike dels att géra med att studenter
¢j frivillige soke sig till atc deltaga i projektet, och dels att de kom in i projektet
forst under delar av dess genomférande.

Det faktum att eleverna varannan vecka ofta var pa Bildmuseet och varan-
nan vecka pd sina respektive skolor, gjorde det svért att kontrollera hur arbetet
avancerade. Strax innan pask infoll deadline for de kortfilmer som skulle pro-
duceras pa temat “Tolerans”. Av det tiotal grupper som valt detta tema hann
endast tre grupper producera sina bidrag i tid. En fordel for 6vriga grupper var
dock att de kunde fortsitta sina produktioner men nu tinkt som del i utstill-
ningen pa Bildmuseet, som planerats till den 20 maj.

I bérjan av maj blev det ocksa alltmer patagligt for manga av elevgrupperna
att utstdllningsarbetet som aterstod tar tid och kriver en 6kad arbetsinsats. |
projektet hade man lyckats att under begrinsad tid kunnat anstilla Sol Morén,
konstnir, som resurs i arbetet, jimte Lisa Alfredsson som praktiserade pd Bild-
museet och skulle skriva om praktikarbetet i sin universitetskurs. P4 s3 vis gavs
mer tid for eleverna att kunna fd direke hjilp av handledare for act fa forverkliga
sina idéer till fardiga produkter, bide de som redigerade klart filmer och de som
arbetade med installationer i utstillningsrummet.
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En férutsittning for att pd Bildmuseet kunna bedriva mycket av det praktiska
arbetet, var att inga utstillningar visades under perioden i det nedre planet.
Det blev dirfor méjlige att breda ut sig i dessa utrymmen och grupperna kunde
arbeta relativt ostort.

Under hela perioden fanns lirare fran de fyra skolorna med nir deras respek-
tive klasser var verksamma. Det skedde oftast sivil i skolmiljén for c:a halva
gruppen, som i Bildmuseets lokaler for den andra halvan. Vid ett par av sko-
lorna var de medverkande lirarna oftast desamma och salunda informerade om
arbetet. Vid ett par av skolorna byttes handledarna ut emellanit, och dessa hade
mindre koll pa det pagiende arbetet.

Infor vernissagen begirdes mer tid av schemat av skolorna for att fa grup-
perna att slutfora sina arbeten. I vissa grupper ridde en febril aktivitet in i det
sista. Ett par grupper hade inte klarat att genomféra sina projekt och var i bista
fall behjilpliga med att hjilpa kamrater bli klara. Somliga projeke var firdiga i
ganska god tid, och de eleverna hade ocksd méjlighet att bidra med arbetsinsat-
ser for att hjilpa ovriga.

Ett par nedslag pé Bildmuseet:

Tisdag den 2 maj

Lisa Alfredsson, praktikant pd Bildmuseet, arbetade tillsammans med en grupp
elever frin Hagaskolan, klass 7 ¢, med att redigera en film. Sex flickor arbetade
med filmen med arbetsnamnet Dubbelpulkan. De fick hjilp att bearbeta det
filmade materialet i programvaran Pinnacle Plus, som ldnats via MediaCenter i
Umea. Ett par elever fick vinta pd sin tur och kunde dirfor inte komma iging
med redigeringsarbete under formiddagen.

Nigra pojkar frin Alidhemsskolans 8 C arbetade med sin Labyrint. De hade
tejpat upp konturerna pé labyrinen i utstillningshallen. Nu vidtog diskussioner
om indringar och utseende. Lars Cuzner bad om mer information och triffade
gruppen senare och dd hade de en mer preciserad skiss. Idéer till hur en klocka
som skulle gd baklinges skulle monteras, samt hur labyrinten skulle tickas dis-
kuterades bl.a. Nagra andra elever i Alidhemsskolans klass 8 C, arbetade med
sitt forslag pd ett hjirta i frigolit. De visade sin skiss och berittade om sitt pro-
jekt. De har fact klartecken att koppla det till en site som Whitney Museum of
American Art har i ett konstprojekt om spruckna relationer och “chat” pa nitet
kring detta #mne.
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Torsdag den 4 maj

Tre elever frin Minervaskolan i Umes3, i klass 7 B, arbetar med en filmidé om
ohyfsat beteende i restaurangmiljo. Under ett antal veckor har de sttt och blott
idéer om hur filmen skall genomféras. Nir jag triffar dem 4r det snudd pa for
sent att genomfora filmprojektet. Tvd av pojkarna resonerar bl.a. med projekt-
ledare Lars Cuzner om arbetets ging. Innan de limnar Bildmuseet har de en
plan de bestimt sig for att folja. Den gar ut pd att inviga restaurangigarna om
sina planer och be om lov att fi genomfora sina projekt. (Detta skedde s& smi-
ningom och var en av orsakerna till att detta projeke fick liggas ned).

Tva pojkar frin Minervaskolan har arbetat med ett projekt kring en sand-
lada i sknen. Deras planer pd att finna inspelningsmiljéer i fjirran land, fick av
ekonomiska skil verges. Deras nuvarande idé gar ut pa att delge betraktarna
hur projektets faser avlépt, samt att presentera en uppforstoring som behandlas
i bildbehandlingsprogrammet Photoshop med motiv frin en sandéken, med
en sandlida infogad bland 6knens dyner. Denna planeras att projiceras pé ett
tygstycke i utstillningsrummet. Under arbetet pd Bildmuseet var de i fird med
att bearbeta sitt bildmaterial.

En grupp pa tre flickor frin Minervaskolan kallar sin installation for White
shit. Under dagen arbetade de med att med vit firg mala den interior de ska ha
av mébler. En liten flicka skall 4ven malas pa en viggyta och smilta in i mil-
jon. Hon skall se ledsen ut och samspela med den vita omgivningen och skapa
kontrast till denna.

Nigra elever fran Ersingsskolan och en av lirarna var med under passets
bérjan. Arbetet fortsatte sedan utanfér museet. Ett filmarbete sker bland en
grupp flickor frin Ersingsskolan. Filmen heter Space (som spadersymbol!) och
temat ir Ensamhet. Man vill klippa ner 30-40 minuter till ca 10 minuter. I
filmandet som tog 2-3 dagar har de fatt med allt de ville ha med. De har ett ma-
nus for filmen och handledaren Lisa Alfredsson triffade denna grupp for forsta
gingen. Hon inledde med att ge en instruktion om filmredigeringsprogrammet
Final Cut. Men en av eleverna tog dver och ville anvinda programmet I- Movie
som 4r enklare. Lisa sldppte sin idé och overldt till eleverna att bestimma. Lisa
fick da planera om och visst arbete fick vidare ske utanfér skoltid. Lars Cuzner
godkinde ljudpaligg av musik. Flickorna redigerar nu fortsittningsvis pa friti-
den, nirmast under den kommande helgen.
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Fredag den 5 maj

Tva flickor frin Minervaskolan ar 7 arbetar med kroppen och mode som tema.
De har képt in en begagnad skyltdocka for 8oo:-. Syftet dr att bygga pd dockans
allefor slanka former f6r att ge den ett mer alldaglige utseende. Skyltdockans
utseende skall utsdttas for en "extreme makeover”. Dockans pabyggnad genom-
fordes live den s maj, med bl.a. skumgummi, vid modebutiken Kii i Ume3,
dir dockan ocksa stilldes ut i butiken under nagra dagar. Dockan kliddes
med butikens klider, som eleverna fick vilja av. Byggandet av dockan och pi-
klidningen filmades av en férilder, som ocksa intervjuade eleverna under olika
delar av processen. Dockan ska ha butikens klider nir den visas tillsammans
med filmen pd utstillningen pa Bildmuseet. En forilder som arbetar pd det
regionala nyhetsprogrammet Visterbottens-nytt kan gora ett inslag om elevernas
arbete och om projektet.

Torsdag 11 maj kI 13 - 15

Ett par pojkar frin Ersingsskolan 8 A hade planerat medverka med en film pa
temat Tolerans, men hann ¢j slutféra den. Filmen skulle handlat om en kille
som skulle rappa infor publik, en publik som rapparen ocksa skulle driva med.
Nu valde de att istillet forsoka gora ett bildspel om roliga hindelser. Pojkarna
hade dock svért att komma igdng med detta. Inte minst d4 kamera saknades
och tid anvindes till diskussioner med en grupp flickor som passade pé att fo-
tografera dem med mobiltelefon, for ett eget bildspel. Dessa flickor hade bara
redigerandet kvar av sitt bildspel kallat £ dag pd skolan. Flickorna i 4r 8 pape-
kade att de haft svirt att hinna d4 manga torsdagar gitt bort. De missade dven
tid pé grund av ett fel med kameran, men var férvissade om att hinna klart.
Mia Nygren, medfoljande lirare frin Ersingsskolan, har ndgra av eleverna i
sirskild engelska. Hon berittar att hon ¢j har stort grepp om projektet och kom
in i det sedan det redan startat.

Efter att forsok gjorts med bussning av halva klasser till Ersingsskolan res-
pektive Minervaskolan vid ett par tillfillen beslts att grupperna skapas inom
varje klass. Sedan dess har stundtals vissa elever jobbat frin Ersingsskolan,
andra bussats till Bildmuseet. P4 slutet har fler och fler kommit att arbeta fran
Bildmuseet.

Flickorna i filmgruppen Space redigerar sin film i Lars Cuzners rum pé Bild-
museet. De anser att det dr svart act alla dr effektiva vid redigeringen. Annars
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har det gatt bra. Ingen hade velat jobba med den andra klassen (Minervasko-
lan), da det dr svart att samarbeta om man inte kiint dem innan, menade flick-
orna. Att det bara ir tjejgrupper och killgrupper var for sig i Ersingsklassen gor
ingenting, menar de. Filmen, som handlar om ensambhet tillhérde toleranspro-
jektet, men de hann ej gora den klar, varfor den istillet fir ingd i utstdllningen
pa Bildmuseet.

Tre pojkar fin Hagaskolan 7 B jobbar med Det omuvinda huset. Deras glashus
vidareutvecklades genom mitning och placering av fonster. Viss higloshet och
brist pa idéer kunde skonjas infor slutforandet, men dven stort intresse infor
uppgiften. De var intresserade av att diskutera méjliga losningar. Eleverna tog
till sig tips och beslot att arbeta vidare med vissa idéer, bl.a. genom att kontakta
en slojdldrare pé skolan.

En film redigerades som bar arbetsnamnet Kazttmat. Pojkgruppen hade frain
bérjan arbetat med film pa toleranstemat, men hann aldrig bli klara innan
deadline och férsokte sedan med en ny filmidé. Pojkarna fick hjilp av Sol Mo-
rén och efter en del svarigheter kom de loss och hann gora en del av redigeran-
det. Ett par av dem hjilpte till att bira utstillningsskivor for andra gruppers
rikning.
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Resultat

Redovisning av projektet Vada tolerans?

Torsdagen den 11 och fredagen den 12 maj, pa LAVA, Kulturhuset i Stockholm,
redovisades de olika filmprojekten som initierats av Forum for levande historia
(www.levandehistoria.se). Av sex planerade filmer presenterades tre filmer fran
Umed, varav tvé var frin Ersingsskolan och en frin Minervaskolan. En av de
filmer som inte kunde visas hade problem med ljuditergivningen. En grupp
skulle klippa om sin film innan visningen i Stockholm, men kom inte till av-
talat redigeringstillfille. Ett antal problem forsvarade det avslutande arbetet
med filmerna. Atta elever frin Umea deltog med tre filmer. Lisa Alfredsson,
handledare, liksom lirarna Anna Adolphsson (Minervaskolan) och Ola Molin
(Ersidngsskolan) deltog dven.

P4 torsdagens program stod filmvisningar och samtal / workshops i centrum
och kvillen avlutades med en festlig inramning. Under fredagen skedde mer
forsok att sammanfoga projektets olika delar och skapa utblickar framat.

Ungdomsminister Lena Hallengren inledde fredagen med att beskriva reger-
ingens arbete och Skolverkets roll. Simon Stréberg har varit engagerad i Kul-
turskolan Stockholms s k Stockholmsprojeke, ett arbete vid skolor som syftar
till atc reflekeera kring egna och andras berittelser. I enlighet med det vidgade
textbegreppet har dd dessa berittelser kunnat ta form av t ex filmer. Nu visades
en dokumentir om detta arbete som engagerat 120 elever.

Sedan visades exempel pd filmer som producerats pé olika hall i Sverige. En
film om sexualitet pd temat HBT, en film om mobbing i skolan, en om funk-
tionshinder, en om ursprung och en om jimstilldhet. Savil mediepedagoger
som varit verksamma vid produktionen av filmerna, som elever som medver-
kade, fick tillfille act kommentera sitt arbete i samband med visningen.

I det samanhanget kan det vara virt att notera att Film i Dalarna, som hade
manga bidrag i visningen, ocksd varit ganska strikt med forhallningsregler
kring filmskapandet. Man hade betonat att filmerna skulle vara dokumentirer
och inte ren fiktion. Vi dterkommer till detta i den jimférelse som vi i diskus-
sionsdelen gor med filmer frin Umea.

Under nagon timme diskuterades och redovisades i mindre grupper frigor
om hur intolerans kan motverkas, inte minst i skolan. I dessa diskussioner del-
tog ungdomar och vuxna i blandade grupper och av redovisningarna att déma
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hade dmnet belysts pd manga vis. Avslutningsvis fljde en paneldiskussion med
representanter for REsL ungdom (Alex Fridunger), Unga Rérelsehindrade (Sa-
har Mosleh), Kvickentorpsskolan (Margit Schyborger) och Roger Mogert (kul-
turborgarrdd i Stockholms kommun).

Vid samtal med Umed-ungdomarna framgick act de, liksom deras lirare fitt
ut mycket av vistelsen. De kinde stolthet i att ha varit representanter f6r Umesd,
samt att fa ta del av alla ungdomars filmer och de diskussioner som foljt. En
reflektion som gjordes 4r att en motsvarande summering av filmarbetet ute i de
olika regionerna hade sikrat ett deltagande av samtliga medverkande. Som nu
var bereddes endast nigra ungdomar fran varje region att deltaga. Samtidigt
kan konstateras att i Umeds fall medverkade de tre grupper som sint in sina
bidrag, beroende pé att endast tre bidrag skickats in.

Vernissage och filmvisningar

Vernissagen skedde planenligt den 20 maj kl. 18 oo i Bildmuseets nedre plan.
Samma dag pagick evenemanget “Kulturnatta” dir en rad parallella olika akti-
viteter dgde rum pa olika platser i Umed. Mellan kl. 18 0o och kl. 20 0o genom-
fordes vernissagen och under den tiden kom ett stort antal av projektets elever,
deras forildrar och verksamma lirare att besdka museet. All teknik fungerade
under denna férsta kvill och en uppsluppen och genomgéende positiv atmosfir
gick inte att ta miste pd. Elever visade stolt sina olika alster, samt strévade runt
med anhériga och tog del av utstillningen.

Efter att ha gitt ner f6r trappan méts museibesdkaren av ett i frigolit skulp-
terat rddmalat hjirta pa cirka en kubikmeter. Denna iégonfallande och vid nir-
mare betraktande rispiga symbol for kirlek och liv var kopplad till en webvis-
ning om minniskor som pa nitet beskriver hur det blivit slut pa férhillanden
de haft. Projektet hade fact tillstind att visa detta verk, 7he Dumpster (2006),
av den amerikanska konstgruppen Golan Levin, som stillt ut det tidigare pa
Whitney Museum of American Art, New York.

Nir besdkaren trider in i den forsta av de storre salarna méts hon av ett stort
antal utstillda objekt, installationer och filmvisningar. Det 4r bla. ett av glas
konstruerat hushoélje, klict med trd pé de platser fonstren tinktes placerade. Det
ir ett fotomontage av en sandlada i 6knen, en rumslig interiér i vitt mm. Pa

nagra stillen i de bigge rummen visas dven filmer, ibland ackompanjerade av
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en passande dekor, t ex en film pd temat dka pulka, illustrerad av pulkor mon-
terade pé vigg. Ett trid som sprayats i en rosa firgton visades, en avgjutning av
en minniskas ansikte i halvtorkad kodynga i en glasmonter, och en trasig toa-
lettstol pd golvet, som fallit ned fran sin tidigare placering i taket pd toaletten.

I ndsta rum visades fler installationer och bildobjekt, bl.a. en labyrint som
man som besdkare trevar i morker i, till dess man nér fram till viggs inde och
méts av en upphingd klocka som visar tidens ging baklinges! I rummet hade
ocksd monterats Droppen i taket, en licka med stort droppljud som man som
besokare varseblev. Hir fanns dven Skull, en svetsad platskulptur, same ett fo-
tomontage forestillande tva flickor som samtidigt bildar den bink de sitter pa.
Ett av inslagen under kvillen var en performance av en bljbeklidd man visade
sig under kvillen i lokalen och pd den plats dir delprojektet redovisades. Denna
del i projektet féranledde elever och andra besékare att samtala med mannen
om hans roll i projektet. Idén till denna performance hade en elevgrupp klicke,
da de i annonsform sokte en villig person som for 1000 kronor skulle kunna
medverka under vernissagen endast iford blsjor.

Sammanstiillning av elevenkit pd Bildmuseet i Umed.

I en bilaga visas de frigestillningar som de medverkande grupperna hade att
diskutera. Under tv4 olika pass, den 7:e respektive den 8:e juni, limnade elev-
erna in 25 enkitsvar de diskuterat i grupper, med deltagande av tvé till sju elever
i varje grupp. I princip limnade alla grupper in en svarsenkit.

Vad har ni visat?

P4 frigan om vad grupperna gjort som visas pd utstillningen svarade ca sex
grupper “filmer”, 12 grupper hade genomfort nigot slag av installationer, fyra
grupper angav bilder och bildspel och ett par grupper hade inte med nagot
resultat som visades.

Hur fick ni idén?

Via brainstorming menade ca tio grupper, sju av grupperna anfdrde att en i
gruppen kom pd en idé, sex av grupperna menade att frin ett forsta steg utveck-
lades arbetet vidare. Fyra av grupperna nimnde dven att andra utanfor gruppen
bidragit med idéer.
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Hur gick genomforandet av arbetet till?

Hir uttryckte fem grupper att de “filmade”, fem grupper tryckte pa att de kop-
te, fixade och organiserade, fem grupper ansidg att de frimst gjorde, tillverkade
och konstruerade. Slutligen uttryckte ca fem grupper att de frimst arbetade i
en specifik teknik; méilade, byggde, etc.

Vilka har ni fatt hjilp av?

17 grupper angav att de fatt stod av Lars Cuzner, ca 15 nimnde att forildrar,
professionella eller kamrater stott arbetet. I 13 grupper angavs handledarna Sol
Morén och/eller Lisa Alfredsson och nigra fi grupper gav andra elever utanfor
gruppen erkinnanden att ha bidragit.

Vad tycker ni om resultatet?

Ett tiotal grupper uttryckte klart att de var néjda eller helngjda med resultatet.
Lika minga verkar halvnéjda eller sidir nojda och missnéjda grupper var en-
dast tre stycken av de svarande.

Vilka verk fastnade ni siirskilt for?

Hir var det patagligt att elevgrupperna forordade frimst Labyrint Alepha, som
15 grupper nimnt, ett par av filmerna nimndes, de vita rummet, sandladebil-
den, hjirtat och den lickande droppen.

Vad har gétt bra / mindre bra med ert arbete?

Om man &versitter svaren till en skala frin "mycket har gitt bra” till "nistan
inget har gatt bra”, sd dr 10 av grupperna dvervigande positiva, 12 av de 25 grup-
perna uttrycker att det har fungerat och ett par av grupperna menar att arbetet
inte alls fungerat f6r dem. Omvint menar fem grupper att fa saker har fungerat,
merparten (15) av grupperna ser en del saker som inte gitt som planerat och
cirka fem av grupperna uttrycker att allt fungerat vil. Sammantaget kan man
konstatera att f4 grupper ir 6vervigande kritiska till sin grupps prestationer,
det stora flertalet 4r klart nojda och nagra grupper, dvriga, uttrycker sig mycket
positivt om arbetet.
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Tips att tiinka pd till nya projekt?

Flera av elevgrupperna poingterar behovet av en god planering, inte minst att
planera anvindandet av tiden vil. Nagot som ocksd framkommer i ett par av
enkitsvaren ir att se till act komma igdng med arbetet ganska snabbt. (I sdvil
elevintervjuer som i lirarsamtal under arbetsprocessen framgér det att flertalet
grupper kom igdng sent med arbetet). Ett par har dragit slutsatser att de borde
hallit fast vid sina projektidéer. Ett par grupper betonar vikten av at ta ansvar, i
nagon grupp nimns att inte ge upp, i en grupp att undvika att vara for minga
i gruppen. Att jobba mer, nimns i en grupp, en annan framhaller att arbeta i
positiv anda, en grupp hiller fram behov av mindre pratighet. Tre av grupperna
svarade “vet ¢j” pd denna friga, men de flesta kommenterade nigot de funnit
virt att ta sirskild lirdom av.

Skulle ni kunna tiinka er att géra fler liknande projekt under ser skolfid?

I 13 av grupperna har vi tolkat frigan med ett ja besvarad. I sex grupper ut-
trycktes tveksamhet i form av "vet ¢j” eller “kanske”. Sex grupper ville inte
genomfora projekt av liknande slag. Samtliga 25 grupper besvarade frigan.

Har din syn pd konst faréindrats genom projektet, och i sd fall hur?

Fordelningen mellan ja och nej blev jimn. Tio av grupperna svarade ett ganska
klart ja, tvd av grupperna ett tvekande ja och dterstdende tio grupper svarade
nej. Argument gavs frimst bland de grupper som fann att deras konstsyn ind-
rats. Skil till detta som angavs var frimst att man fétt en bredare syn pé vad
konst kan vara. Pa denna sista friga svarade 22 av de 25 svarande grupperna.
Tilliggas bor att av de 25 svarande grupperna fanns nigra grupper som arbetade
med filmproduktion, vilket kan ha péverkat hur de definierat sin medverkan i
konstutstillningen och deras syn pa konst.

Sammanstiillning av enkit till lrare

Kommentarer i skriftlig form om arbetsprocesser och produkter i projekten
limnades av lirarna Nils Sandén och Daniel Magnusson, Hagaskolan, av Bertil
Karlsson och Gunilla Granberg, Alidhemsskolan, av Anna Adolphsson, Miner-
vaskolan samt av Ola Molin, Ersingsskolan. Vi gor en kortare sammanfattning
av synpunkterna och f6ljer i huvudsak de fragestillningar som formulerades till
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eleverna i den utdelade enkiten, som dven lirarna fact ta del av.

Sammanfattningsvis har dessa lirare i huvudsak positiva erfarenheter av sina
egna och deras elevers medverkan i projekten. Det patalas en del f6r och efter-
arbete som sker savil pd skolorna som infor arbetet pa Bildmuseet. Logistiken
nir det giller bussandet far godkint, i synnerhet nir den verksamheten kom-
mit igdng.

Flera av lirarna pralar att projekestarten fungerade vil och var inspirerande.
Efter en fas av provande av idéer kunde ett par av lirarna se att engagemanget
gick ned. Ett par lirare nimner att en alltfor lang fas i projektet dgnades utpro-
vande av vad eleverna ville gora och att det tog for lang tid innan de kom fram
till genomforandefasen. En lirare pipekar att kortare och mer intensivt projekt
kan ha varit att féredra. Lirarna verkar éverens om att projektet kiinnetecknas
av en mellanperiod som blev lite vil utdragen, och som tog fart igen forst mot
slutet av projektperioden.

Den sista delen av projektet som resulterade i utstillning upplevdes som in-
tensiv och positiv. Sdrskilt nir ldrarna yttrar sig om resultatet dr de stolta 4 sina
elevers vignar. Ett par ldrare finner ocksd att deras egen syn pé vad konst kan
erbjuda har dkats genom projektet och ett par nimner hur imnesovergripande
projektet ir.

Intervju med Lars Cuzner den 22 juni 2006

Hans Ortegren och Anders Marner samtalar med Lars Cuzner, projektledare,
ett par veckor efter att utstillningen avslutats. Projektet 16per dock vidare till
dess att en redovisning limnats in. Lars Cuzner ska sammanstilla en egen skrift
om projektet dir det dokumenteras. Vi samtalar om projektets idé, genomfér-
ande och resultat. Cuzner ir konstnir och bildlirare.

Sjilva projektidén var att samla elever fran olika skolor for att arbeta i kultur-
projekt. Pa detta vis sig han mojligheter att blanda skolor dir projeke sillan ge-
nomfdres med skolor dir utdtriktade projekt forekommit tidigare. Geografiska
faktorer har ofta varit avgdrande och Cuzner hade frhort sig med Bildmuseet
om vilka skolor som brukar komma och vilka som inte brukar komma till
museet i samband med utstillningar. Hagaskolan och Minervaskolan kommer
ofta. Han sig det som angeliget att klasser frin t.ex. Ersbodaskolan och Alid-
hemsskolan, som mer sparsamt besdkt museet gavs méjligheter att deltaga. Ect
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sitt att nd dem som sillan gir, men att inte peka ut dem ir att inte ge signaler
om att det ir sirskilda satsningar pa vissa skolor / klasser.

En orsak till att projektet skulle handla om samtidskonst ir att Cuzner un-
der vrU perioder pa skolor erfarit att kunskaper inom detta amnesomride ir
bristfilliga ute i skolorna. Projektets syftade till att tillféra ndgot till undervis-
ningen, teoretiskt och konceptuellt, samt att ge en bild av hur samtida konst-
nirer arbetar idag.

Vid projektets start anade han inte att s3 mycket tid som det faktiskt blev
skulle upptas av elevernas projektbeskrivningar. For att kunna genomféra pro-
jektet krivdes transportmedel. Det blev tydligt att idén att leasa en buss var av
néden for att fa logistiken i projektet att gd ihop. Sa skedde och bussen blev
klar i bérjan av varterminen 2006. Bussningen mojliggjorde dven att elever kan
arbeta pd varandras skolor. (N3got som efter hand inte blev fallet, dd grupperna
skapades inom de fyra olika klasserna.)

Cuzner berdttar att man i en ansokan fict medel fran Allmdnna Arvsfonden,
som stottat projektet under tre ar med l6nemedel. En del i de planerade pro-
jekten ir att vidareutveckla arbetet med samverkan mellan skolor och mellan
skolor och institutioner.

Under loppet av projektet gavs klasserna olika ingdngar i kommande del-
projeke. I ett par fall var det laborationer kring storyboard, visning av det s.k.
UFO — lab-arbetet etc. Det senare erbjods eleverna ganska sent i processen och
hilften av ungdomarna deltog. Manga vintade in i det sista med projekten. Fil-
merna som hade deadline i Forum fér levande historia, tog mycket tid i ansprak
och krivde handledning, vilket paverkade det andra negativt.

Cuzners bedémning om hur projekten 5t pd var att filmprojekeet kan ha
verkat lite himmande p4 hela processen i delprojekten. Filmerna tog fér mycket
tid och handledarna kunde da inte folja de andra projekten lika nira. De flesta
som var klara med sina projektbeskrivningar maste direfter ringa runt till bl.a.
hantverkare, for att l6sa hur de skulle ga till viga i genomférandet. For det
konkreta arbetet fanns for handledarna f& mojligheter att stodja eleverna forrin
relativt sent i projektets tidsram.

P4 frigan om minga elever hade svart att komma till skott med projektar-
betet svarade Cuzner att han kunde skénja en ridsla bland elever for att miss-
lyckas, liksom f6r hur man ska borja. Vissa grupper var till en bérjan lite hand-
lingsférlamade och det hinde inte s& mycket synbarligt i deras arbete.
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P4 frigan om han mirkte av ndgon handlingsférlamning bland handledande
lirare i vissa skeden, fick vi svaret att han sjilv stundtals upplevde en frustra-
tion. Cuzner klargdr i samtalet att det finns saker som projektet visat och som
kommer att tas hinsyn till och goras annorlunda i kommande projekt. Ett sitt
ir att tydliggdra rollerna i projektet. Ett annat 4r att se till att handledarena
kan ta olika mycket ansvar, frin att vara en extra vuxen i projekeet till att fatta
ganska sa langtgiende egna beslut i projektet.

Anders Marner undrar om de som nappade av lirarna p4 att deltaga i pro-
jektet alla var engagerade. Cuzner svarar att rektorerna gjorde urval av vilka
som erbjods deltaga och engagemanget kom siledes inte direkt fran lirarna.
I projektet dir barn skrev musik for professionella musiker, som ocks3 initie-
rats via Kulturverket, var det annorlunda. Lars Cuzners ambition var att na de
arbetslag som var mindre vana vid liknande projekt med museer, men menar
foljaktligen att marken bor beredas bittre i nista projekt.

Vi fragar Cuzner om man i projektet hann med att utbilda lirarna i projektet
separat, eller om det fick ske samtidigt med information till eleverna? Hans
svar visar att ambitionen till planering med lirarlagen fanns, men att efter for-
sta motet d alla lirare kom, blev det sedan tunnare uppslutning. Ambitionen
som han hade gick inte att genomfora, bl.a. av dessa skil. Han hade i samtal
med Karin Malmqvist p4 Moderna Museet orienterats om dessa och likartade
problem. Hon har nimligen i projektet Zon Moderna (www.modernamuseet.
se/templates/templater.asp?id=2491) arbetat med likartade f6rsok att nd ungdo-
mar i projekt av liknande slag. Idag skulle han géra annorlunda, och vara mer
pragmatisk. Karin Malmqvist, Moderna Museet, gav radet till Cuzner att han
miste bjuda in lirarna. Han forsokte, men det lyckades inte helt.

Tva projekt slogs ju samman, filmprojektet i Forum fér levande historia och
konstprojektet. Lars Cuzner sig fordelar ur elevens perspektiv med att kunna
triffa ett val mellan dessa bada projekt. Men han menar att det hade varit bra
om det fanns en sirskild projektledare for filmprojektet for att underlitta arbe-
tet. Nu kom férstarkning in forst pa ett sent stadium. Sett i efterhand menar
han att omridet med film kriver teknisk kompetens som han inte hade tillrick-
lig tid eller kompetens for att leda sjilv. Hans undrar om Cuzner saknade sam-
arbete med négon institution typ Film i Visterbotten. Svaret kan tolkas som
ett ja. Det hade varit bra om Film i Visterbotten hade intresserat sig mer for att
konkret stotta filmprojektet. Thomas Svedgard, Film i Visterbotten, var intres-
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serad av att vara med, men projektet gavs inte hog prioritet frain dem, samridigt
som Cuzner behévde handledare med filmkapacitet i projektet.

Ett par av filmerna som var tinkta fér Forum for levande historia, blev slus-
sade vidare till det konstprojektet. Det var alltsd mojligt act missa deadline och
trots det fortsitta med film med inriktning pd visning i utstillningen. Var det
nagon av filmerna som redan frin bérjan var tinkt som konstfilm? Ja , hivdar
Cuzner, tvd ir ren dokumentation av ndgot annat, Pulkan och dven Skyltdock-
an. En tredje film ir Burken. Aven filmer som visats i ett ssmmanhang, inom
toleransprojektet, kunde figurera i utstdllningen.

Cuzner berittar vidare att Kulturverket sokt och fatt fem miljoner fran All-
minna Arvsfonden for att fortsitta och att utveckla liknande projekt som det
ovan beskrivna. Man imnar bl.a. fortsitta samarbetet med Bildmuseet. Kul-
turverket har fyllt en konstpedagogisk funktion for Bildmuseet och de dr néjda
med det. Inom Kulturverket ser man nu behov av att utveckla samarbetet med
Verksamhetsforlagd utbildning (vFu) mot universitetens lirarutbildning. Man
ser girna samverkan med studenter som gar sista dren vid ldrarutbildningen,
girna tillsammans med konstnirer verksamma inom fran Konstnirscentrum
nord. Ett exempel pd sidant arbete dr samverkan med Musikhégskolan i Pi-
ted. Fran Kulturverkets sida vill man utbilda handledare att driva projekt som
iscensitts av Kulturverket.

Sadana framtida projeke dr tinkta atc kunna lopa dver tidsperioder pé en
knapp termin, som hogst och under ett par tre timmar per vecka. Det kan
ricka med att arbeta med ett par klasser. Problemet med allcfér langa projekt
4r att de riskerar att tappa styrfart om mellanrummen mellan triffarna blir for
stora och projekten for utstrickea i tid.

Anders resonerar om att ett nytt projekt méste involvera fortbildning for
lirare. Om man bara har externa projektsamordnare riskeras att den samver-
kande skolan inte utvecklas med projektet. Lirarna bor involveras i hogre ut-
strickning. Cuzner kommenterar vidare att han girna arbetar med ar 8 eller
9. Han upplever ocksa att handledarna frin skolan som medverkat i projekten
lirt sig mycket under resans ging. Samtalet avrundas med att tid bokas for att
Lars Cuzner skall fa féreldsa om sitt projekt vid ldrarutbildningen i september
2006.

104



Interviu med Lisa Alfredsson

Nir Lisa Alfredsson knots till projektet, passade det in i hennes utbildning i
Tillimpad medieproduktion och de sista tio poidngens praktik- och redovis-
ningsarbete. Hon uppfattade sina uppgifter att vara ett stéd i tekniske film-
arbete, att fungera som bollplank i grupperna och att medverka med kunska-
per kring idébaserade framstillningar. Hon var ocksé informerad om de bida
projekten som 18pte parallellt, och att arbetet med toleranstemat skulle visas i
Ungdomsriksdagen i Umed (URIX) i slutet av maj.

Lisa Alfredssons faktiska arbete kom att bestd i videoredigering, frimst till
toleransprojektet. Hon arbetade ocksd mycket med att hjilpa en grupp med
rittigheter att samarbeta med Whitney Museum of American Art, New York,
om projektet om hur det ir att bli dumpad i ett forhillande, 7he Dumpster.
Hon arbetade dven med att dokumentera arbetsprocessen, med forberedande av
trycksaker och bildrittigheter. Under veckan fére vernissagen deltog hon aktivt
i utstillningsarbetet infor vernissagen.

Lisa Alfredsson anser att hon fitt mycket support av MediaCenter i Umes3,
med sdvil utlining av apparatur som instruktion av hur de fungerar. Hon anser
att projektledare Lars Cuzner hade en styrka i act kunna driva projektet i hamn,
och anség att kollegan, konstniren Sol Moréns lugna metod att arbeta steg for
steg med eleverna varit lrorika erfarenheter. Lisa ansig att projektet totalt sett
var svart att genomfora med s lite personal och s ménga elever. Det foranleder
henne att fundera 6ver metoder for att i liknande arbetssituationer motverka
stress. Ett sdct kan vara att ha en vildigt tydlig plan, kalkylera med oférutsedda
hindelser, ge tid for méten och utvirderingar etc. Hon betonar sdvil behovet av
god framforhallning som mer bufferttid under pigdende arbete.

En reflektion hon gor ir att hon kunde iaktta att de individer/grupper som
handledarna hyste tilltro till ofta dirigenom blev mer birande. I sidana fall
kunde hon tycka att hon gav mer stéd nir hon inte styrde arbetet, utan lit
eleverna sjilva vidareutveckla sitt arbete pd egen hand.

Intervju med Sol Morén

Konstniren och handledaren Sol Morén fick en projektanstillning under nigra
veckor i samband med slutfasen av projektet Som nu ungefir”. Hon har vid
sidan av yrket dven erfarenheter av konstskolor for barn. Vid en jamférelse kon-
staterar Sol Morén att projektet "Som nu ungefir”, tll skillnad frin méinga
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andra konstprojekt riktade till unga, denna ging tar fasta pa det som kinne-
tecknar samtida konstyttringar. Annan undervisning for yngre barn tar mer
fasta pd sjilva gorandet. Man arbetar i projekt, si som sker bland konstnirer ute
i samhillet. Det innefattar arbete med projektbeskrivning och med budgetfra-
gor. Eleverna tvingas salunda till konkretion i sina delprojekt.

Sol Morén konstaterar att i en del andra projekt dir Kulturverket 4r inblan-
dade, t.ex. i projeke tillsammans med Musikhdgskolan i Pited, dr fler hand-
ledare inkopplade, bl.a. studenter. S& borde man efterstriva att arbeta dven i
kommande projeke av denna typ, resonerar hon. D& undviker man risker, som
att elever bestiller fel material, t.ex. onddigt dyr frigolit for de indamaél den ska
anvindas till etc. Vidare undviker man att en projektledare som Lars Cuzner
miste ta ansvar for mycket av byggnationerna sjilv.

Sol Morén belyser med Kulturverkets mél att ldta professionella utféra barns
och ungdomars idéer. Hon konstaterar att i detta projeke var malet att elever
framforalle utvecklar egna idéer som de forsoker fa genomforda. Ett problem i
detta fall kan gilla sikerhetsaspekterna. Det giller att tillse att eleverna arbetar
med sddant de behirskar for att tillfredsstilla kravet pa arbetsmiljon. Hon reso-
nerar i linje med detta om att unga kan ha stod av professionella for att utveckla
och genomfora idéer.

Sol anser att projektet varit lyckat och berémmer engagemanget. Ett del av
arbetet som kan utvecklas ir att fi andra aktorer, som lirare, mer utbildade i
de konstnirliga arbetsformerna och mer kunniga i kulturlivets organisation.
Det giller dven att skapa balans mellan eldsjilar som driver projekt och andra
aktorer, sd att man inte slipper dver sitt eget ansvar som lirare eller handledare
pa ndgon enstaka person. Sol Morén menar slutligen att lokalerna dir arbetet
dgde rum ej var anpassade for att bedriva arbetet i.

Intervju med deltagande ldrare Nils Sandén och Daniel Magnusson, Hagaskolan

Ett samtal genomfordes i samband med att eleverna kom till Bildmuseet for
att titta igenom utstillningen veckan efter vernissagen. Daniel Magnusson ir
resurslirare i klassen och Nils Sandén ir imneslirare. Sandén ir intresserad av
att finna nya former inom undervisningen och anser att detta projekt passade
vil in. Tisdag formiddagar var dven en bra tid i relation till det schema som
klassen hade. Parallellt med att nigon lirare varit med klassen pa Bildmuseet
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har, om inte alla elever varit med pd museet, ndgon annan kunnat stanna och
arbetat i skolan. I klassen gir ndgra elever som har hérselnedsittning och deras
lirare medverkar ocksa i projektet.

Sandén pépekar att nigon storre hjilp att komma pa idéer till eleverna har
inte behdvts och att projektledaren har varit mest aktiv med att bista vid frigor
frin elever. Mest har det handlat om att vara en vuxen i gruppen och se till att
tider passas och att logistiken fungerar, samt att finnas till hands. Projektet har
tagits vil emot pd skolan och Sandén pdpekar vidare att man mirker att elev-
erna har trinats i att tinka till. I efterhand konstaterar Nils Sandén och Daniel
Magnusson att tiden med arbete pa skolan blivit vil utdragen, liksom tiden for
planeringsarbete i stort. Projektets faser 4r siledes lite ojimna, men i slutfasen

fick arbetet ny energi.

Intervju med Lisa Lundstrom, intendent vid Bildmuseet.

Samtal genomférdes frimst den 14 och 15 oktober 2006. Lisa Lundstrém be-
skrev Bildmuseets och sin egen del i projektet 7 Som nu ungefir”. Lisa Lund-
strom arbetar sedan hésten 2006 for Riksutstillningar, men har under en rad
ar haft ansvar for och utvecklat den pedagogiska verksamheten vid Bildmuseet
i Umed. Hon var den person pa Bildmuseet som frimst knot kontakterna med
projektet "Som nu ungefir”.

Lisa Lundstrém gor en jimforelse mellan sitt deltagande i det skolprojekt
som utfordes med elever frin Hagaskolan varen och hésten 2006, det s.k. "Ego-
projektet”. I det projektet hade Lisa Lundstrom en mer drivande roll, dir initia-
tiv till workshops och genomférande av utstillningsproduktionen skedde i nira
samverkan med Bildmuseet.

I projektet "Som nu ungefidr” hade Lundstrém varit inblandad som ridgi-
vare alltsedan projektansokan, men inte kommit att ligga ned s& mycket tid
pa projektet under genomférandet och i sjilva utstillningsarbetet. Det hade
diskuterats att Lisa Lundstrom skulle hilla i nigon visning eller workshop, men
dessa inslag hade redan tickts upp av Lars Cuzner. Vidare fanns ingen passande
utstillning atc anknyta till. Lisa Lundstréom kom in i projektet nir eleverna
redan startat upp och kom inte att se sig sjilv som en aktiv del i projektet. Hon
uppfattade dven att eleverna inte uppfattade henne som direkt involverad i pro-
jektet, bl a dd hon introducerats efter att projektet var i full ging.
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En reflektion som Lisa Lundstrom gor dr att om man som i detta fall kommer
att arbeta till dels i sjilva museets lokaler, dr det av viket att kunna direkt ankny-
ta till ndgon faktisk utstillning. Liknande projektidéer som ” Som nu ungefir”
ir den verksamhet Moderna Museet bedriver betecknad ”Zon Moderna”, och
som dven inspirerat Umed-projektet. Dir dr utgdngspunkten att gymnasieung-
domar knyts till projekt som kopplas till pdgdende utstillningar.

Lisa Lundstrom anser dven att i skolprojekt bér man &verviga att antalet
medverkande elever minskas visentligt. I vira samtal framkom ocksd behov av
att deltagande ldrare blir vil insatta i projeke, dir de sjilva skall medverka i en
motsvarande omfattning. Lisa Lundstrém noterar dven att projektledaren Lars
Cuzner upparbetat kontakter, rekryterat extra personalinsatser och ansvarat for
det slutliga genomférandet av sjilva utstillningen.

Lisa Lundstrom nimner ocksd att efter utstillningens firdigstillande har
fotodokumentation skett.

Diskussion

Kreativa ldroprocesser

Fantasi och kreativitet forbinds ofta. Fantasifsrmdgan kinnetecknas av att
kunna tinka sig ndgot utéver det omedelbart synliga, en forestillning skapas
av en person, men forverkligas inte. Man kan dirutéver hivda att om nagon
visat kreativ formaga har det resulterat i ndgot, det vill siga man kan avlisa ett
synligt eller pdtagligt resultat av det kreativa. Nigot har kreerats, skapats eller
forverkligas, nigot som per definition inte varit helt pa forhand givet. I projek-
tet "Som nu ungefir” har ett fokus legat pa idéerna, dvs. pd fantasiaspekten.
Samtidigt har idéerna i de flesta fall forverkligats och i forlingningen presen-
terats for en publik. Projektet har rort sig fran idé och process till produkt och
presentation, dvs. det ir en fullbordad kommunikativ process.

Olika metoder i projektet kan sammankopplas med forhéllningssitt som ir
ofta forekommande inom estetiska imnen och estetiska liroprocesser. Sidana
forhéllningssitt 4r t.ex.: att préva, att testa olika varianter, att ova, att se pa
ett problem frin flera vinklar, att 6va problemldsning, att utnyttja forebilder,
att ta hinsyn till form och funktion, att vara malmedveten etc. Fér att lyckas
med att genomfora lirande med si pass hoga malsiteningar, dven gillande sma
uppgifter, krivs John Deweys intresse” (nyfikenhet, lust) och "anstringning”
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(tdlamod, vilja). Det krivs (inre) motivation som nirs av savil den egna erfaren-
heten (liksom viljan att gora erfarenheter) som av (yttre) motivation som nirs
av tilltro och tillit dven andras, t.ex. lirarnas erfarenheter - till imnesomradets
relevans och nytta for den lirande. I projektet finns alltsd ett fokus pad estetiska
liroprocesser.

Skillnaden mellan estetiska och kreativa liroprocesser giller i grunden mer
"vad” som skall lras dn "hur” det kan ske. Detta gor att vi forordar begrep-
pet “kreativa liroprocesser” for att beskriva projektets ambition med fokus pa
mangkultur och relationer till den andre. En poing med kreativa liroprocesser
ir act de syftar sdvil till act motivera den lirande for imnesomradet, som till att
skapa och utveckla ett eget forhallningssitt till imnesomradet. En del av malet
med ldrandet blir att kunna for sig sjilv som ldrande se sitt lirande i ett perspek-
tiv, och att kunna se vad lirandet betyder for den enskilde. Denna reflekterande
del av process och produkt utgor en essens i kreativa liroprocesser.

Savil kreativa liroprocesser som reproduktiva liroprocesser kan dock vara
verksamma for att mynna ut i estetiska produkter och presentationer.

Reproduktiva eller instrumentella liroprocesser kinnetecknas av att liropro-
cessen syftar till att dterskapa en befintlig kunskap, dir ganska specificerade
krav finns pa savil tillvigagdngssitt som resultat. De reproduktiva processerna
miste nistan alltid vara nirvarande dven i en kreativ process med estetiska
inslag. Varje formulerat mal kriver ett visst matt av kunskap om vad som skall
reproduceras for att malet skall betraktas som uppnitt. I projektet giller det
t.ex. trining i att skriva projektbeskrivningar, att hitta ritt institution eller fore-
tag for att fa information eller priser p produkter, gora en budget, bemistrande
av kameror och redigerings- och bildbehandlingsprogram. I projektet anvinds
allesd savil reproduktiva som kreativa liroprocesser i framtagandet av estetiska
produkter och i presentationerna av dessa produketer.

Kategorierna

Centrum - periferi

Ett syfte med projektet var att bidraga till ett 6kat engagemang for kreativa l4-
roprocesser (film och konstutstillningar) bland elever, som inte tillhér centrum
inom kulturlivet. Ett annat syfte var att mota andra elever fran olika skolor
med hjilp av bussning under skoltid. Ett tredje syfte var att lita ungas arbeten
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ta plats och beredas utrymme p4 arenor som Bildmuseet, sett som ett kulturellt
centrum.

Att det stora flertalet grupper upplevt sig engagerade under projekttiden
framstar som klart. I minga grupper framgir att sjilva arbetsprocessen inte va-
rit enkel och periodvis har arbetet uppfattats som svért att £i klart. Det faktum
att mycket av arbetet skedde i Bildmuseets lokaler kan ha inverkat pé elevernas
tillero till att de genomfor ett skarpt projeke, dvs. ndgot som ska visas och pre-
senteras i ett utdtriktat sammanhang.

I ljuset av det faktum att de olika klasserna valde grupper inom sina respekti-
ve skolor och inte i konstellationer av elever frin olika skolor, kan arbetsplatsen
pa Bildmuseet delvis ifrigasittas. Diremot framstir det som en stor fordel att
infor utstillningen ha tillging till och kunna planera for utstillningen i direke
kontakt med lokalerna.

Majligheten att f4 stilla ut sdvil filmer som installationer pa Bildmuseet var
av stor betydelse for resultatet av projektet. Det sirskilda forhillandet att loka-
lerna kunde tas i bruk en lingre tid, bidrog dven till att sitta projektet pa kar-
tan, och dirmed att ge det en central plats. Ser man till de filmer som visades
pa Kulturhuset i Stockholm och i samband med Ungdomsriksdagen i Umea,
framstir det n mer som ett projekt som verkligen lyckats f4 utdtriktade presen-
tationsytor, dvs. flytta periferin till centrum.

Siindarorientering - mottagarorientering
Eleverna erbjéds att som betraktare ta del av samtida konstutstillningar med
betoning pa icke-traditionella konstuttryck, samt av foredrag och filmer p3 te-
mat tolerans. Men sjilva projektets betoning lig pé att eleverna forvintades
verka som producenter inom ett av dessa omridden. Eleverna och deras lirare
kan pa ett sdtt definieras som mottagare av projektidén och projektets upphovs-
min kan ses som sindare. Det kan diskuteras i vilken utstrickning mottagarna
orienteras i sindarens syfte. Det kan ocksad diskuteras i vilken utstrickning
projektets upphovsmin orienterar sig om mottagarnas villkor och intressen
inom imnesomradet. Hir diskuteras majligheter och svarigheter med att skapa
intresse hos mottagarna for att nd maélet att dessa forvandlas till de faktiska
sindarna (producenterna) av den firdiga produkten utstillningen/filmproduk-
tionen).

I detta sammanhang ir det tydligt atc det stora flertalet grupper verkligen
uppfattat sig sjilva som idéklickare och genomférare av de respektive delpro-
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jekten. De har uppfattat sig som sindare. Det faktum att de for att f4 genom-
fora sina projekt, var nddgade att formulera projekeet i skrift, géra en budget
och tala f6r sin idé var en nyttig men tidskrivande uppgift. Eleverna verkade
inte vana vid si stringa ramar i arbeten som faktiskt medgav fria tyglar! Det
kan tyda pd att skolan inte nog beaktar de kreativa liroprocesserna. Det peda-
gogiska greppet med det anvinda arbetssittet var just att f3 eleverna att sjilva
ikldda sig rollen av projektledare for forverkligandet av sina respektive idéer
inom filmproduktion eller utstillningsproduktion.

Pa motsvarande vis blev det stundom en ovan situation f6r de medverkande
lirarna. De var inte alla ginger rustade att ta beslut om det praktiska pro-
jektarbetet, utan kunde ofta kidnna sig hinvisade att friga projektledaren Lars
Cuzner. En viss oklarhet i lirarnas roll kan ha bidragit till att vissa processer
stannade upp och tog lingre tid 4n vad som borde ha varit fallet. Hir krivs
djupare kunskaper om kreativa liroprocesser och en grundliggande diskussion
om aktdrernas respektive roller.

Sniivt konsthegrepp - vidgat konstbegrepp

Det sniva konstbegreppet uppfattas som nigot som kriver den professionelles
kunskaper for att (med kvalitet) producera och en konnissér for att ( med kva-
litet) uppleva. Nir "ett vidgat konstbegrepp” beroende pd sammanhang uppfat-
tas som konst, kan dock sammanhangen fortfarande exkludera ett vidgat del-
tagande. Man kan diskuteras hur och i vilken utstrickning eleverna formulerat
och kanske omformulerat sin syn pd vad samtida konst ir.

Av elevenkiten framgir act manga grupper upplever att man fatt nya per-
spektiv pa vad konst ir och kan vara. Aven lirare som deltagit i projektet har
fact nya perspektiv pa konst. Genom att savil elever som ldrare ir nojda med
projektets resultat, dr det sannolikt att den vidgade uppfattningen av konst-
omradet har positiva fortecken. Det vittnar ocksa eleverna positiva respons till
medverkan i liknande projekt framgent.

Férutom elevernas utsagor om projektet, talar ju filmer och utstillning i
mycket hdgre grad sict eget sprak om vilken visuell kompetens som genomsyrar
projektets produkter. Det giller forstds att ta hinsyn till att produkterna pa ut-
stillningen 4r frukten av ett samarbete mellan projektledare, lirarinsatser och

elever. I vissa fall har dven extern hjilp med produktionerna anvints.
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Produkt - process

Nir ett projekt genomforts, mynnar det per definition ut i en produkt, i me-
ningen att en avrapportering sker nir projekttiden 1pt ut. Men syftet och hu-
vudpoingen med vissa projekt kan and4 vara att stimulera ett intresse for fram-
tiden, snarare dn att dstadkomma firdiga och avslutade verk.

I det foljande diskuteras produktkvaliteter och processkvaliteter i forelig-
gande projekt. Vi vill sirskilt se huruvida arbete kan utvecklas f6r att 6ka posi-
tiva forstirkningar mellan arbetsprocesser och firdiga produkter. En tanke att
prova dr om och hur presentationer (pedagogiska visningar av utstillningar och
filmer) kan uppfattas som en brygga mellan just process och produkt.

Till en bérjan kan konstateras att férdelningen i tid bland eleverna till pro-
duktionsorienterat arbete var mindre jimfért med arbete med att formulera
ett underlag for detta arbete, t ex genom projektbeskrivningar. Detta lig som
grund for sjilva konceptionen av Som nu ungefir som ett idébaserat projekt.
Men i viss mén kan detta ses som negativt. Manga elevgrupper fann att de allt-
for sent kom till skott och fick problem med att hinna genomféra sina filmer,
respektive sina utstillningsprojeke i tid. Under en period noterade savil lirare
som elever ett sviktande engagemang i flera av grupperna. Flera grupper bytte
fokus for sin verksamhet under tiden och ett par grupper indrade helt idéer.
Vissa grupper omformulerade sina projekt inda in i slutskedet och ett par grup-
per lyckades aldrig genomfora sina idéer under projekttiden.

A andra sidan ledde betoningen pi att grupperna ansvarade for sin egen
arbetsprocess, till att de ocksa fick ta ansvar for att styra upp sin verksamhet
i betydande grad. Eleverna fick ga igenom liknande faser som konstnirer och
filmbransch nir det giller att forst férankra idéer hos bidragsgivare och spon-
sorer, innan det finns méjligheter att praktiskt utféra dem. Processen i sig kan
sigas vara lirorik, dven om det inte resulterar i en firdig produke. Men forst
nir produktionerna var mer eller mindre klara och resultatet fanns att beskida
kommer eleverna att fa tilltro till det egna arbetet i de flesta fall. Det maste
betonas att projekt av dessa slag kriver produkter fér att arbetet skall upplevas
som fullbordat. Fullbordade kommunikativa projekt kriver sdvil process som
produkt och presentation.

Dirutdver ir sjilva presentationerna i olika sammanhang, vernissager, vis-
ningar, filmvisningar etc. av yttersta vike for att fa tillfille att reflektera over
den egna gruppens arbeten och fér att fordjupa sig dven i andras arbeten. Hir
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kan man se mycket positivt pa savil atmosfiren i samband med visningar i
Stockholm av filmer, som pa vernissagen pd Bildmuseet i Umed den 20 maj.
Det som dérutover dr att 6nska dr att bygga in mer av reflektion och uppfdlj-
ning av de utstillda arbetena och visade filmerna. Hir upplever vi som utvirde-
rare att det finns mycket som gar att utveckla i kommande projekt.

Flera av filmerna missade den deadline som var satt i toleransprojektet. och
svackan i mitten av processen tyder pa att arbetet kunde ha intensifierats med
handledarinsatser i ett tidigare stadium. De tv4 handledarna kopplades in forst
mot slutet av arbetet.

Enhetligt - fragmenterat
I ett projekt kan alla deltagare striva mot ett likartat mal, men det kan ocksd
finnas tankar om att undvika detta pga. risk for likriktning. Omvint kan allt
for vida ramar riskera att ett projekt inte héller ihop och att produkterna blir
osammanhingande.

Hir resonerar vi det kring detta, bl.a. genom att diskutera arbetsplatsernas
betydelse, tidsramarnas inverkan och de olika teman som arbetet berort. Grovt
sett skedde mycket av arbetet i skolornas lokaler och i Bildmuseet. Visst filmar-
bete utférdes i olika inspelningsmiljder, och visst redigeringsarbete kunde utfo-
ras dir tekniken fanns till hands utanfér Bildmuseet. Eftersom projektet vilade
pa forutsatta blandade grupper, var det logiskt att erbjuda Bildmuseet som en
arbetsplats. Man kan dock konstatera att det i detta fall gick att genomfora
genom att man denna termin inte hade nigra utstillningar pa nedre planet.
Man kan dven konstatera att det r mer som utstillningsrum dn som verkstider
lokalerna fungerar. Arbetsmiljon hade brister enligt en av handledarna.

Vad betriffar tidsramarna forefaller tiden varit vil lang och for utspridd for
att erbjuda maximalt utbyte. Det finns schematekniska skil som forklarar det
uppligg som gjordes. Det dr inda viktigt att dra lirdom av detta infér kom-
mande projekt med ungdomar frin ar 7-9 eller pa gymnasieniva.

Det faktum att man arbetade parallellt med tv4 olika teman, ser vi som ett
intressant experiment. Det var ocksd ett bra sitt att tillse att de allra flesta ung-
domarna kunde vilja ett medium som de var intresserade av. Samtidigt finns
det anledning att varna f6r for mycket fragmentarisering inom ett projekt. Det
kan bli svérare att verblicka och att styra upp ett projeke nir flera grupper
jobbar med helt olika fragestillningar. Deadline i ett projekt sammanfaller inte
med deadline i ett annat, och eleverna kan bli forvirrade 6ver vad som giller.
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Modernism - postmodernism

I en modernistisk utstillning efterstrivas nyskapande och brott med traditio-
ner, men samtidigt ofta inom en traditionell, sindarorienterad och hantverks-
missig form priglad av vérdnad infér verket. I en postmodernistisk utstillning
utgor brotten genom brist pé enhetlighet inom sjilva utstillningen ett skapan-
de inslag. Forhallandet till traditioner priglas mer av omskapande dn av brott.
Det idébaserade arbetssittet baddar for att olika metoder, tekniker och grepp
anvinds och att hégt och lagt samt sindar- och mottagarorientering blandas. I
utvirderingen diskuteras sdvil arbetssitt (process) som arbetsresultat (produkt)
i relation till dessa genrer.

Detta projekt ir med ovan nimnda terminologi helt klart ett postmoder-
nistiskt projekt. Det ir i sig inte s intressant att kategorisera projektet som
ett postmodernt projeke i en tid dir postmodernismen dominerar i konstvirl-
den. De postmoderna tankarna dr dock inte dominerande i skolans estetiska
undervisning, som ofta priglas av modernistiska inslag (se Elsner (2000) och
Marner (2006). Men det ir av intresse att notera de konsekvenser ett post-
modernt forhdllningssitt far for eleverna. Elevgrupperna blir tvungna att i de
olika grupperna skapa sin nisch, sin forstdelse av sina uppdrag. Till skillnad
fran motsvarande filmprojekt i skolor i Dalarna, dir eleverna avkrivdes att gora
dokumentirfilmer pa temat “tolerans”, fick eleverna i Umed carte blanche att
sjdlva vilja genre.

Det gemensamma med sé vl filmprojektet som utstillningsprojektet var den
hoga frihetsgrad eleverna hade, givet att de kunde motivera sina projekt. Det
ledde ocksa till en rad olika framstillningsformer, vilket i sig gav till resultat
en brokig utstillning med ménga olika tridar. Den gemensamma nimnaren
blev snarast att visa pi den mingd olika angreppssitt som rymdes i savil film-
produktionerna som i utstillningarna. Till det kan liggas att savil filmer som
installationer var produktioner som hade kunnat utvecklas mer, ges mer finish,
om tid och handledning funnits till hands. Omvint kan en slags charm iakt
tas i detta visande och utlimnande av det ofullbordade, det preliminira, det
skissartade i ett work in progress. Detta giller langt ifrin alla verk, men till-
rickligt manga for att ge inramning at projektets trevande och experimentella
karaktir.
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Stor beriittelse - sma berdittelser

En institution som Kulturverket verkar for att 6ppna méjligheter for att stotta
kulturverksamhet bland unga i Umed kommun. Att kalla sig en "omyndighet”
for ung kultur i Umea, vittnar om viljan att undvika att fastna i stela institu-
tionaliserade former till fsrmén f6r nya formationer och en mer experimentell
verksamhet. Institutionen drar sig for att hantera den 7stora berittelsen”. Pro-
jektet ” Som nu ungefir” utvirderas med inriktning mot hur dessa arbetsformer
fungerat i samarbetet med skolan som institution och med andra institutioner
som deltagit i projektet; Bildmuseet, MediaCenter i Visterbottens lidn, Lirarut-
bildningen vid Umed universitet och Film i Visterbotten.

I detta ssmmanhang kan man inte undg3 att konstatera att vissa samarbeten
liksom aldrig blev av. Film i Visterbotten deltog ytterst perifert i detta projekt.
Det ir forklarligt att de institutioner som ¢j hade en delfinansiering inte kom
att spela en betydande roll. Lirarutbildningens studenter tillfrigades om med-
verkan, men f nappade och det samarbete som skedde var frimst en fruke av
arbetet pa de skolor inkopplade i Som nu ungefir” som studenter praktiserade
vid. Desto stdrre var naturligtvis samverkan med Bildmuseet som verkligen
hjilpte till att erbjuda mesta mojliga utrymme tids- och lokalmaissigt. AV me-
dia har setts som en viktig resurs av de projektanstillda som hade att arbeta
med tekniken vid filmning och redigering. Aven annat upparbetat samarbete
med konstnirer, fotografer etc gav hjilp och inspiration 4t eleverna.

Anda visar detta projeke att det ir nist intill omgjligt for en person att halla
alla bollar i luften. Ska ett projekt fungera vil bor delegeringen ocksa vara tyd-
lig och respektive medverkande bor klargéra sin roll och funktion. Naturligt
nog stiller det extra stora krav nir en miangd sma berittelser skall presenteras.
Ar ett projeke tydligt och vil avgrinsat underlittas mojligheterna att styra upp
det. Det ir sdledes viktigt att ndr man viljer att fokusera de manga sma berit-
telserna, att dven finna en passande form for hur de ingdende delarna skall
styras.

Enstiimmig miljé - flerstimmig miljo

Med en flerstimmig miljo kan i skolsammanhang avses att svil lirare och
elever som elever och elever ingar i dialoger med varandra om sévil arbetsfor-
mer som arbetsinnehall. I ett projeke dir klasser fran fyra skolor skall samverka
i olika grupper, blir det ett mil i sig att skapa flerstimmiga miljder. Men dven
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projektets uppligg som ger de medverkande stor valfrihet, ir tinke att gynna
flera olika slag av angreppssitt pd projektarbetet. I utvirderingen férsdker vi
analysera olika aspekter av hur denna ambition fallit ut.

Det hir dr i hog grad ett flerstimmigt projekt. Eleverna samtalar med varan-
dra om sina mal med "sina” delprojekt. De vinder sig till savil lirare, som till
projektledaren Lars Cuzner. Det var tinkt att eleverna skulle vilja de ingdende
i projektet efter vad de ville 4&stadkomma med projektet, snarare 4n efter kom-
pisar.

I det sista avseendet dr projektet ett tydligt misslyckande. En enkel orsak
till detta dr sannolikt att tryggheten i gruppen skapar gruppen, som i sin tur
skapar idéer och projekt, snarare 4n vice versa. Detta dr viktigt att ta med sig
om och nir man vill av pedagogiska eller andra skil skapa annorlunda grupp-
formationer, t.ex. som hir ungefir dir malet var att girna blanda elever fran
olika skolors klasser. Forskning visar att liraren méste ta initiativet i skapandet
av grupper nir det giller samarbetsinlirning (Stenaasen och Sletta).

I 6vriga avseenden fungerar projektet i ménga stycken vil. Dock kan iakt-
tagas att ldrarna, som ju i sina ordinarie roller ofta har ett klart och tydligt
ledaransvar, nu i storre utstrickning fick ett mer vagt vuxenansvar. Det vill
siga, flera lirare uppfattade tidvis att de forvintades serva eleverna, men overlit
frigor de var osikra pa att bollas vidare till Lars Cuzner, projektledaren. Kan-
ske hade en projektuppliggning som tydligare tilldt ldrarinitiativ, och kanske
dven gav ldrarna i uppdrag att medverka med egna projekt, kunnat 4n mer 6ka
flerstimmigheten?

Lirarens roll blev relativt passiv, i enlighet med den kritik som riktats mot
tidigare kulturprojekt (Hansson och Sommanson 1998). En sddan distributiv
kultursyn gynnar inte den ldngsiktiga uppbyggnaden av skolans kulturarbete.

Ett medium - flera medier

I samtidens konstnirliga gestaltningar liksom i filmmediet kan multimodala
uttrycksformer anvindas. Férutom att spelfilm innehéaller sivil ljud som bild,
kan dven konst goras som ljudinstallationer, filmer mm. I analysen forsoker vi
utréna hur olika medier samverkat och vilka mediespecifika kunskaper elev-
erna haft tillgang till. Vi resonerar dven om hur samverkan mellan medier skett
i projektet, bland annat genom att sdvil "Som nu ungefir” som filmprojektet

kunde viljas av eleverna.
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Det har tidigare berorts att vi i detta projekt ser tvd mediespecifika uttryck; film
och utstillning. Skrapar man pd ytan ser man genast att de inom sig har minga
beréringspunkter och ir ofantligt breda beskrivningar av flera medier inom ett.
Det idr 4nda tydligt att filmproduktionerna kom att passa vil in i utstillnings-
formatet. Det 4r ocksa tydligt att flera av grupperna valde att kombinera flera
medier i sina installationer. Det brustna hjirtat, kopplat till en sajt pa nitet ir
ett gott exempel.

Ett par av gruppernas utstillningar kan illustrera en annan méjlig sida av
begreppet multimodal uttrycksform. Det giller pojkarna som proklamerat en
projektavsikt som de under projekttidens ging fatt reducera i flera steg. Fran
bérjan var forhoppningen att fi resa till, ect 6kenland och dir bygga en sand-
lada. Sedan lit man sig néja med sanddyner i Danmark, sedan i Malds ngj-
espark "Malorca” och slutligen ”bidde” det ett foromontage med en sandlida
inklippt i Saharamiljé. Det multimodala med detta projekt dr inte s& mycket
sammanfogning i digital montageteknik, eller textproduktion till bilden. Det
ir det faktum att eleverna (i samverkan med radgivande handledare) funnit att
genom att dela med sig av att delvis dokumentera processen, blir produkten
mer spinnande. Det mest fascinerande med detta exempel ir det lyckade i att
véga visa pd svarigheterna, problemen och de slutliga enkla 18sningarna utifrdn
de ramar man slutligen fatt finna sig i. I den meningen blir dven projektet sant
kommunikativt — det inbjuder betraktaren att ta del av sévil produkt som pro-
cess. Den typen av kommunikativa strategier i film- och konstprojekt 4r nagot
att sikta mot i kommande projekt!

Det ir dven en god devis for professionella konstprojekt, som kan ha en del
att inspireras av i dessa ungdomars arbete. P4 det hela taget har olika slag av
multimodalitet skett i mdnga av gruppernas projeke. Sist men inte minst ir den
skarpsinniga sammanstillningen i utstillningen ett gott exempel pa multimo-
dalitet.

Utblickar

Kultur i skolan filtet omfattar estetiska skolprojekt som genomférts frin 1980-
talet och framat. Externa kulturarbetare forviintas i dessa projeke gé in i skolans
verksamhet. Man kan diskutera dessa projekt ur professionaliseringssynpunkt.
Ett av problemen pé kultur i skolan filtet 4r att aktiva externa kulturarbetare
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forutsites pdverka vad som underfdrsttt forutsites vara passiva lirare (Hansson
& Sommanson 1998), vilket kan ses som en distributiv kultursyn. Projekten har
ocksa haft en tillfillig verkan (Hansson & Sommanson 1998). Nir kulturarbe-
taren limnar skolan upphor ocksa projektet eller kulturaktiviteten. Projekten
priglas ocksa av finkultur (Trondman 1996), inte elevernas egen kultur. I ovan-
stdende analys av kultur i skolan filtet kan man iaktta avprofessionaliserande
tendenser i idén om att importera kultur, samtidigt som lirarnas passivitet pd
omrédet bibehalls. Dirfor kan projekten fa en alltfor tillfillig betydelse och
brista i maluppfyllelse.

Inneborden i en distributiv kultursyn dr ace friska flikear utifrdn anses sy-
resitta skolan, som i sin tur lider av brist pd kultur. I Skolverket (2002:5) dis-
kuteras Kultur i skolan projekten pa foljande sitt: “Flera av de medverkande
myndigheterna har som uppdrag av staten att distribuera kulturverksamheter
och det ir da foljdrikeigt ate de dd ocksd vad giller kultur i skolan féretrider en
distributiv kultursyn.”

Aulin-Grdhamn (2005:83) skriver angiende projektet Kultur for lust och 13-
rande:

Jag f6ljde myndigheternas samarbete 6msom pa nira hill och émsom
pa avstdnd och sig act det inte var litt att sammanjimka de olika ut-
gingspunkter man hade for arbetet. Myndigheterna intar tva olika po-
sitioner dir Skolverket i huvudsak utmirks av ett undervisnings- och
omsorgsperspektiv med stdd i laroplaner och kursplaner medan Kultur-
radet i huvudsak utmirks av ett distributivt formedlingsperspektiv med
stéd i de generella kulturpolitiska méilen.

Den externa aktdren ser pd sin verksamhet pd ett annat site dn skolan och
ldraren, vilket kan skapa intressckonflikter och bristande méaluppfyllelse nir
projekten genomférs i skolan. Liraren kan uppfatta det som att den externe
aktdren ska ersitta ldraren.

Ett projekt som overvinner denna problematik ir Fantasy Designprojek-
tet som genomfdrdes 2003—2006 i Finland, Norge, Danmark, Skottland och
Belgien. Sverige deltog tyvirr inte i detta internationella projekt. Idén bakom
projektet var att tydliggora design som ett viktigt omrdde genom att fokusera
designundervisning i skolan. Det byggde pé ett samarbete mellan skola, f6-
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retag, designers, museer, elever och lirare. En mingd lokala, nationella och
internationella elevutstillningar, samt nationella och internationella hemsidor,
blev ett resultat i projektet. Det innehéll fullbordade kommunikativa proces-
ser, i betydelsen att savil elevers skapande som presentation av elevers egna
designarbeten ansags av jimbordig vikt. Utover att elever motte designers som
handledare, forekom en omfattande fortbildning i design och designundervis-
ning for lirare. Liromedel for savil lirare som elever producerades i projektet.
I och med att fokus inte endast lag pd elever, utan ocksa p3 att lirare skulle lira
sig, sd kunde man i projektet sikra ett hillbart lirande pa designomradet; ett l4-
rande som gick utover det enstaka projektets rickvidd. For att sikra ett hallbart
lirande krivs en utveckling av lirares kompetens och profession.*

Exemplet Fantasy Design visar hur viktigt urvalet av projektets aktorer ir.
Goda resultat erhélls dir det bland lirarna redan innan pé en skola fanns ett
intresse for projektets omrade eller tema. Lirarna skte ocksa ofta aktivt efter
att fa delta i projektet. Om, som ofta tycks vara fallet nir det giller kultur i sko-
lan projekt, rektor kontaktas av en extern aktér for deltagande i ett projekt, kan
rektor ge uppdraget till en godtycklig lirare eller klass, eller av andra orsaker dn
intresse att delta. En forforstaelse bor alltsd finnas hos sivil lirare som elever.
Allra bist resultat erhills dir skolan redan driver ett projekt och kontaktar den
externa aktoren for fortbildning eller stdd. En ointresserad skola/lirare/klass ir
ingen bra samarbetspartner i projekten. Projekten bor verka bottom up snarare
in top down. Kulturprojektens dgare bor vara skolan, dess lirare och elever, och
inte den externa aktoren.

I ljuset av detta resonemang vore det av intresse att se Umed kommuns skolor
utveckla ett samarbete med Kulturverket, dir rutiner skapas for god framfor-
hallning i samband med olika kulturprojekt mellan dessa bdda (och kanske fler)
parter. Inom Kulturverket finns en organisation, som vi i denna utvirdering
endast ytligt redovisar. Olika projekt inom dmnesspecifika omriden som dans,
drama, musik och visuella uttryck utvecklar sévil gemensamma som oavhing-
iga projekt.

Inom skolans virld, i rektorsomride eller enskild skola finns inom kulturom-

radet sillan namngivna kultursamordnare, som inom ramen fér sina tjinster

1. Se mer om Fantasy Design i Marner och Ortegren (2006) och i Fantasy Design,
international web page, www.fantasydesign.org/ (2006-04-20) och i Kapanen & Svin-

hufvud (eds.) (2005).
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har att utveckla kultursamarbeten inom och utom sin organisation. I vir ut-
blick hoppas vi att initiativ till en diskussion kan ske, hur en sidan samver-
kan bist kan utvecklas. I skriften En kulturskola for alla (Marner & Ortegren,
2003) diskuteras hur medieverkstidder och kultursamordnare kan utvecklas pa
enskilda skolor i liknande syfte.

En av grundstenarna i en sidan organisation ir att likavil som att Kulturver-
ket kan soka partners for samarbete med skolans lirare och elever, kan skolans
elever och lirare foresld samverkan med Kulturverket. Detta ir naturligtvis
fullt méjligt redan idag, men skulle sannolike ske i hgre grad om det inom sko-
lorna finns tid fér kompetent personal som sirskilt arbetade med liknande fra-
gor. Vi menar att forutsittningarna for dialog dven skulle 6ka om Kulturverket
finge méjligheter att aktivt informera mer om sin verksamhet bland savil lirare
som elever. Som uppfoljning av liknande verksamhet skulle lirarfortbildning i
projektmetod kunna ingd, bl a genom att i liten skala genomféra egna skarpa
projekt med viss stottning frin Kulturverket.

Det ir dven att rekommendera att Fakulteten for ldrarutbildning vid Umed
universitet tillsammans med savil partnerskolor som kommunala kulturorga-
nisationer utvecklar mojligheterna att samverka. Man kan lita delar av stu-
dietiden, som t.ex. Verksamhetsforlagd utbildning (vFu) eller examensarbeten,
kunna ge méjligheter till utdtriktade projekt av liknande slag som diskuterats i
den hir utvirderingen.
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Slutsatser

Slutsatser som framtida projekt kan behdva ta hinsyn fill

* Projektet visar pd behov av fortbildning fér deltagande lirare nir
initiativet kommer frin en konstinstitution till en skola.

* Projektet visar pd behov av att sprida upplevelsen av delaktighet till
lirare och andra aktorer i projektet.

* Projektet visar att det ir viktigt att tydligt avgrinsa olika projektinslag
for att undvika olyckliga kollisioner av intressen.

* Projektet visar att det dr viktigt med en avvigning mellan den
styrning som behovs for act uppfylla projektets mél, och den frihet
som deltagarna ges for att sjilva formulera sina mal.

* Vill man erbjuda samverkan 6ver klass- och skolgrinser, sa krivs

sirskilt fokus pa hur grupperna formeras och hur samverkan kan

byggas upp.

Slutsatser som framtida projekt kan dra nytta av

* Projektet visar att konstprojekt i skolan under professionell ledning
kan ge goda samverkansvinster till kvalitet och kvantitet vad giller
utstillningens tyngd och presentation.

* Att samverkan mellan konstnirer och elever kan skapa forstdelse for
den samtida konstens bredd och ge fordjupade insikter om konstnir-
liga arbetsformer.

* Att projektet kan generera sjilvfortroende och tillit bland de
medverkande att ta ansvar for sin arbetsprocess och for genom-
forandet av sina idéer.

* Projektet visar att fullbordade kommunikativa processer, dvs. dir
process, produkt och presentation samverkar, ger ett mervirde till ett
konstprojekt.
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Bilaga 1
Projektbeskrivning

Som nu ungefar

Ett konstpedagogiskt utvecklingsprojekt for tonaringar i Umea
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Projektledare:

Lars Cuzner

Konstnirlig ledare, Kulturverket
lars.cuzner@umea.se
www.umea.se/kulturverket

www.larscuzner.com
mob:070-236 61 93
arb:090-786 93 53

LARS CUZNER ©

Kort sammanfattning av idé:

Detta projekt gar ut pa att skapa nya intressen for idébaserad och experimentell samtidskonst.
Det ér ett utvecklingsprojekt som avser att na nya grupper med kulturutbudet och pa lang sikt
oka méngfalden inom svenskt konstliv. Eleverna som ingdr i projektet bearbetar och
formulerar egna idéer och soker pengar fran projektet for genomforande av konstprojekt.
Eleverna kan vilja att jobba med antingen fria konstprojekt for en utstillning eller ett vél
finansierat offentligt konstverk eller ett nationellt filmprojekt for Forum for levande historia.
Dérpa avslutas projektet med en hogt kvalitativ utstdllning pa Bildmuseet som 6ppnar
samtidigt som ett par tusen ungdomar frén hela Sverige &r i Umed 25-28 maj 2006 for att
delta i URIX, den arliga dsiktsfestivalen.

Projektet skapar en bred grupp nya utdvare och nér dirmed ocksa nya publikgrupper. Elever
blandas fran olika bostadsomraden for gemensamma lektioner pa Bildmuseet under en hel
termin. Elever blandas ocksa pé varandras skolor; en buss (som ér till hilften ett mobilt
galleri) anvénds for att transportera eleverna till och fran skolor och museet. Detta &r ett
projekt som kommer att utvérderas och goras om, det som behdvdes var ett bra startkapital,
vilket vi har men nu behdvs en satsning som tillater ungdomarna att genomfora en
professionellt utford utstéllning.

Linkar
http://tolerans.levandehistoria.se/.

WWW.Urix.se

VARFOR DETTA PROJEKT?

Begreppen nutida konst och samtidskonst anvénds ofta for att beskriva den konst som séger
nagonting essentiellt om var tid och vért samhille. Men den nutida konstens uppgift att beréra
och utmana samtiden &r férsvagad pa grund av att den samtida svenska befolkningen inte ar
representerad inom den.
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Det finns stora brister pa mangfald inom svenskt kulturliv. Nya konstnérer maste lyftas fram.
Konstundervisning kan ha en betydande roll i att fordndra detta. Den nutida konsten erbjuder
amnesomraden som Gppnar till diskussioner kring bl.a. identitet, etnicitet, kén och makt. Men
tyvarr dr den nutida konsten mycket franvarande i skolan. Den nutida konstens potential att
vara ett verktyg for samtliga i samhéllet utnyttjas inte, men nér den vél blir det kommer vi att
se spdnnande nya uttrycksformer.

Sa nas malgruppen

Konstmuseerna i Sverige soker nya metoder for att nd nya publikgrupper. Bildmuseet ar
Umeas arena for nutida konst och &r 6ppet for ett samarbete med skolor. Skolan ar kanalen till
alla unga oavsett bakgrund och Kulturverket i Umeé gor det mojligt att knyta kontakter
mellan kulturinstitutioner och skolor. Kulturverkets buss hanterar fragan om hoga trosklar till
kulturella institutioner via tillgédnglighet och geografiska samt ekonomiska barriérer.

Projektet Som nu ungefir avser:
Att gora den nutida konsten tillgéinglig och intressant for tondringar som inte nodvandigtvis dr
intresserade av konst samt na fram till de grupper som av olika skil inte nas av kulturutbudet.

For en utvald grupp elever kommer projektet att innebara genomforandet av ett storre
offentligt konstverk tillsammans med en konstnér under rubriken: Tacksamhetsbehovet.

For mer information om detta ga in pd www.larscuzner.com/tacksam.htm

Bakgrund
Att skapa mangfald

Den 11:e november 2004 slappte Mangkulturellt centrum en undersokning pa sextiotre statligt
finansierade kulturinstitutioner som granskade huruvida de egentligen uppfyllde kraven pa
mangfald. Utredningen, Tid for mdangfald, visar stora brister pa den hér fragan. Problemet &r
inte att for fa forestéllningar eller utstdllningar ror fragor som handlar om etnisk mangfald.
Istillet dr problemet att allt for manga produktioner gors och bestdms av folk med helsvensk
bakgrund. Den tradition som en institution har vuxit ur kan fungera exkluderande for vissa
grupper i samhallet, ndgot som visar sig i en underrepresentation bland administratorer,
producenter, konstndrliga utdvare och publik. Detta kan inte accepteras och méste forandras,
vi maste skapa forutséttningar for nya unga konstndrer att véixa, och inte ldmna nagon utanfor.

Smygintegration

Integration 4r en vanlig 16sning till detta problem men integration priglas av en dominerande
tradition dar 16sningar pa “invandrarproblem” framst soks hos minoriteten nér det borde
handla lika mycket om att neutralisera attityder hos majoriteten. Integrationsprojekt har en
tendens att upplevas som nagonting for manniskor med invandrarbakgrund, vilket antyder att
allt annat i samhdllet ar endast till fér manniskor med helsvensk bakgrund. Men behovet for
integration finns kvar, nya metoder maste provas. "Smygintegrering” &r ett forslag som detta
projekt foresprakar. Med “smygintegration” menas hér inte smygassimilering, det innebér att
man riktar sig till ungdomar med olika bakgrunder, men fokuserar pa att skapa intresse for
konst och kreativa processer. ”Smygintegrering” innebdr helt enkelt att man bakom kulisserna
tar hand om praktiska och pétagliga barridrer som hindrar en naturlig integrering. Ett exempel
pé detta dr anvdndningen av en kulturbuss som avser att osynliggdra geografiska
transportbarridrer, nagot som ar ett verkligt problem i ett samhélle som blir allt mer
segregerat.
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For att detta projekt ska vara ett lyckat projekt som nér olika malgrupper utan att behova
beskrivas som integration krivs en mdjlighet att gora medverkan relativt smartfri, en enkel
fraga som transport kan séinka sddana mojligheter innan den ens fér en chans att ta féste.
Tyvérr handlar mycket av den segregation vi ser inom svenskt kulturliv om tillgdnglighet.
Geografiska barridrer stér i vigen for en naturlig exponering till kulturhdndelser och forsok att
sanka trosklar blir utdomda i forvég. Fragan om tillgdnglighet och transport blir valdigt
viktiga nér vi avser att sinka troskeln till kulturella institutioner. En kulturbuss som avser att
osynliggora geografiska transportbarridrer blir darfor essentiellt i fragan. Det dr ocksa viktigt
att tillgéngen till olika kulturcentra inte blir enstaka studiebesok; kontinuerlig kontakt &r
viktigt for att bryta kénslan av obehorighet till finkultur”. En kulturbuss skapar en oumbérlig
forutsdttning for att nd elever fran olika geografiska omraden samt skapa kontinuerliga och
kvantitativa kontakter.

Den nutida konsten i1 skolan

”Konsten har under de senaste decennierna undergétt en rad dramatiska forandringar, darfor
kan det vara intressant att stélla sig frigan om det konstpedagogiska arbetet har héngt med’ i
utvecklingen. Hur kan till exempel ldrarna dra nytta av samtidskonstens tvérvetenskapliga
natur i en skola ddr man strivar efter att arbeta amnesoverskridande.”

Karin Malmquist, Moderna Museet.

Konsten tillater oss att prova, peta och provocera foreteelser i en latsasvérld. Detta kan skolan
ta till vara pa; skolan &r en plats for prévning och experiment, en fristad for misstag, precis
som konsten. Men den konst som idag diskuteras och problematiseras i konstvérlden ar
franvarande i skolan, dven pa Bild- och formestetiska gymnasieprogram. Detta beror till viss
del p4 att den nutida konsten ofta upplevs som svartillgdnglig och obegriplig. Skolans
bildundervisning préglas av en modernistisk och praktisk/teknisk syn pa konsten. Men konst
dr inte ldngre som det ldnge varit att uppna perfektion i sitt medium. Den aktualiserar fragor.
Konsten inbjuder till, eller snarare, bonfaller om asikter och stéllningstaganden. De etiska
fragestéillningar som dyker upp i konsten kan dppna en port till ens egna reflektioner och
moraliska stillningstaganden. Unga som kan kdnna fortroende for sin inre tankeprocess kan
lattare tillimpa sig konstruktiva sitt att 16sa problem och ta sig fram i samhéllet. Darfor ska
detta arbete ses som en forebyggande dtgiard som kan ge unga forstielse Gver sina egen
forméga och potential.

Projektledaren/konstndren

Svensk-Kanadensiske konstnidren Lars Cuzner har stillt ut sin konst internationellt och jobbar
med performance, video, teknologi och relationella konstprojekt. Han har examen fran en
konsthogskola i Kanada med inriktning fri konst och multimedia samt examen i Bild och
Media fran Lararutbildningen vid Umea Universitet. Han 4r anstélld som konstnérlig ledare
for Kulturverket med kontor pa Bildmuseet i Umea.

Det som for mig som projektledare forsdkrar mig om att detta projekt skiljer sig ifran andra
konstpedagogiska projekt som konstpedagoger pd museerna kan erbjuda ar inte att detta ar en
aterkopplande, schemalagd museiaktivitet med samhilleligt heterogena grupper som i
utgangspunkt &r ointresserade i konst, det &r forstas nytt. Men det som utmaérker detta projekt,
och det som kommer att vara nddvéandigt for att detta projekt ska kunna fungera, 4r min
personliga fallenhet att nd de tonaringar som inte tror pa eller lyssnar pa vuxna. De tonaringar
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som latt faller genom sprickor, de tondringar som inte hittat ndgot som skolan kan
uppmérksamma och de tonaringar som kénner sig utanfor. I min erfarenhet har jag sett hur
unga ménniskor som tidigare tyckte att nutida konst var trékigt eller "flummigt” véldigt latt
och plotsligt kan bli upprymda och engagerade i den. De har helt enkelt inte fatt en positiv
introduktion till den. Ungdomar vill gora saker som forvanar och skapar fragor och de vill att
deras asikter ska horas. I min erfarenhet kan den nutida konsten, nér den vél gors tillganglig,
locka till uppmiérksamhet och nyfikenhet frén tondringar oavsett forkunskap och definitivt
oavsett hur gruppens etniska, socioekonomiska eller konsfordelade samansittning ser ut.

Syfte och mal

Syftet/mal med projektet &r:

Projektet har som syfte att géra samtidskonst tillgénglig och intressant for tjejer ock killar
mellan 13 — 16 ar samt se till att alla kdnner en lika sjélvklar tillhorighet. Projektet riktar sig
till majoriteten lika mycket som till minoriteten, fokus ligger pa intresse och idéer men
anstrangningar maste goras for att tjejer och elever med olika bakgrund nés och far se
passande forebilder.

« att skapa intresse och nyfikenhet for nutida konst och kreativ processen hos ungdomar samt
att ge dem verktyg att forklara och motivera sina idéer och tankar.

« att na ut till grupper som sillan tar del av kulturutbudet, och i detta fall skapa ett intresse for
Bildmuseets verksamhet.

« att skapa samarbeten mellan elever fran olika geografiska och socioekonomiska miljéer i
Umed

« att samla en utvald grupp intresserade ungdomar som under ett tema skapar ett offentligt
konstverk samt att genomfora en stor utstéllning av hog kvalitet pa Bildmuseet som ppnar i
samband med att URIX kommer till Umea i maj 2006

« att utveckla ett instruktivt laromedel for undervisning om nutida konst i samarbete med
Moderna Museet Stockholm och SOS i Goteborg.

Malgrupp

Malgruppen skall besta av ett urval grundskole- och gymnasieelever fran olika delar av Umea.
Fyra klasser fran fyra skolor kommer att viljas av respektive rektor. Elevgrupperna bestér av
20-30 flickor och pojkar med hénsyn till olika geografisk och socioekonomisk bakgrund.

Avgrénsningar

Ett urval maste goras for att kunna ge de elever som blir inblandade en kvalitativ erfarenhet.
Projektet kan bara fungera om eleverna fér riktiga mojligheter till aterkoppling och
uppfoljning. Med en djupare kontakt med eleverna blir det ocksa mojligt for dem att battre
kunna forklara for sina familjer och vénner vad de arbetar med och vad som sker pa museet.
Déarmed blir det genom dessa elevers kontaktnét som flera personer berérs.

Metod

Processen innebdr att eleverna méts pa Bildmuseet tre timmar varannan vecka. Projektet
pégar for eleverna under en termin. For varje motestillfille kommer ca femton elever frén tva
olika skolor att sammanfGras for att delta i en gemensam projektgrupp med ca 30 elever.
Grupperna ska vara stora for att skapa sammansittningar som, av kvalitetsskél, ar s
heterogena som mojligt. Forslagsvis kommer det att vara mojligt att ta emot fyra helgrupper
per vecka. Utdver de grupper som samlas pa detta sitt kommer ytterligare en grupp att skapas,
den gruppen kommer att bestd av ca 20 elever som visat ett speciellt intresse for

127



verksamheten och kommer att arbeta pé ett offentligt verk. De skolor som viljs att paras ihop
beror pa geografiska och socioekonomiska forutsittningar. De skolor som paras ihop ar
Ersingsskolan och Minervaskolan (friskola) samt Alidhemsskolan och Hagaskolan.

Ett antal elever (alder 13 - 19) kommer att erbjudas regelbunden lektionstid pa Bildmuseet.
Elever fran olika bostadsomrdden kommer att sammanforas for gemensamma lektioner.
De kommer att delta i provade, och hjélpa till att formge nya metoder for att skapa intresse
och nyfikenhet for nutida konst

De kommer att problematisera och genomfora egna idéer for utstéllning

Eleverna kommer att dva pa fardigheter i sprakformulering, kreativitet, matematik,
foretagsamhet och samarbeten

En grupp elever som visar extra intresse kommer att delta i utformningen och genomforandet
av ett storre offentligt konstverk.

Eleverna kommer att ge foreldsningar pa nagra skolor runt om i Umea pa deras och andras
idéer runt konst idag

Hela processen ska dokumenteras for att kunna anvinda som underlag for ett instruktivt
laromedel i nutida konst.

Forankringsfasen

Eftersom detta projekt forutsitter att elevers inblandning sker pa schemalagd skoltid &r det
oerhort viktigt att mycket tid finns for forankring. Under hostterminen 2005 kommer arbetet
att forankra detta projekt hos rektorer, larare och elever att genomforas. Infor vérterminen ska
elevernas scheman, lektionsmaterial, Bildmuseets lokaler och budget for offentligt konstverk
vara fardigt for genomforande.

Genomforandefasen

Genomforandet borjar med en inspirationstid som ska forvana och dverraska genom att
anvénda utvalda verk ur nutida konst. Enbart konstverk som 6verraskar och engagerar utan att
behova visas i bild dr en metod som anvénds i borjan av projektet. Det finns manga fordelar
med det. Det som vicker nyfikenhet bara genom att nimnas i ord 6ppnar till flera kreativa
mojligheter. Dels hojer det statusen pé en idé-bara-for-idéns-skull och dels visar det en
alternativ syn pa konst som bedoms eller doms allt for latt pa dess estetiska uttryck. Det ar
ocksa viktigt att vi dr genomténkt selektiva i de verk som vi talar om, verk maste vicka tankar
och intresse men de méste ocksa vara till viss del utférda av konstnérer som alla kan
identifiera sig i. Nér vi soker anvéndningen av forebilder maste vi forsoka representera den
demografi som vi vill inspirera. Under denna fas i projektet kommer deltagarna att arbeta med
idéspaning, skriftligt och muntligt, vi arbetar men idébaserade samtida konstverk for att
inspirera till att bryta grinser i sin egen kreativitet. Det kommer att bli ett slags klassrum pa
museet dér elever blandas fran olika skolor for att diskutera idéer och samarbeta pa projekt.
Nar intresset vl dr vidckt kan vi genom konsten rora oss vidare till anvandningen av aktuella
utstéllningar pa Bildmuseet. Vi kommer att fora djupare diskussioner runt konstens betydelse
och dess innebord i samhallet samt hur vi sjélva kan bidra till att tinja granserna for vad konst
ar. Museipedagoger och géstkonstnarer kommer att introduceras allt eftersom intresset och
nyfikenheten okar.

Det dérpé foljande momentet gar ut pa att omvandla kreativiteten till praktiska 16sningar. Stor
vikt kommer att ldggas pé elever egna formuleringar och motiveringar som ligger bakom
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idéerna. Eleverna kommer att arbeta med sina egna idéer och formulera projektbeskrivningar
med budget for genomforanden. De ska sedan sdka pengar som vi har lagt undan for att kunna
genomfora projekten som sedan visas upp under en utstéllning pa Bildmuseet som gors i
samband med att URIX kommer till Umea i slutet av maj 2006. Eleverna kommer att va pa
fardigheter i sprakformulering, kreativitet, matematik, foretagsamhet och samarbeten.
Aktuella verk och konstnirer kommer att hela tiden anviandas som en referensram, men det ar
ungdomarnas egna idéer utifrdn inspiration och anvandningen av forebilder som kommer att
ligga i fokus. Att inforliva kinslan av att allt & mojligt och allt &r tillatet kommer att vara
centralt samtidigt som alla vérderingar diskuteras, respekteras och problematiseras. Eleverna
kommer att genomf6ra konstverk individuellt eller i grupp for utstéllning. For den grupp som
kommer att genomfora det offentliga konstverket kommer inspirationstiden och
idéspaningstiden vara ganska lik de andra grupperna. Sedan fordjupar vi oss i projektet:
Tacksamhetsbehovet

Tidsplan for projekt
Projektet genomfors mellan 2005 09 01 - 2006 08 30

Forankringsfasen 2005 09 01 — 2005 12 20

Bildande av projektorganisation samt forankring hos institutioner och skolvésende
Faststdllande av tids- och aktivitetsplan. Detaljplanering ska ske i néra samrad med rektorer,
arbetslag och Bildmuseet.

Inkop av material

Att méota elevgrupper

Genomforandefasen 2006 01 10 — 2006 06 01
Inspiration och idéspaning

Museets Utstallningar

Gistkonstndrer

Utforande av konstverk

Utstéllning

Utvérdering

Genomforande trycksak 2006 06 07 — 2006 08 30

All dokumentation av process och projekt, utstdllningar samt utvarderingar och texter frén
gastkonstnérer ska sammanstillas i en trycksak av god kvalitet. Detta ska erbjuda en ungdom
som lést media pd gymnasiet en mojlighet till sommarjobb och merit att sétta sitt namn pa.
Onskemal &r att framhiva elev med utlindsk bakgrund.

Projektledare:

Lars Cuzner
Konstnirlig ledare, Kulturverket

lars.cuzner@umea.se
www.umea.se/kulturverket

www.larscuzner.com
mob:070-236 61 93
arb:090-786 93 53
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Bilaga 2:

Resultatredovisning av Lars Cuzner:

Resultatredovisning
Som Nu Ungefar

Ett nutida konstpedagogiskt utvecklingsprojekt for tonaringar

Projektbeskrivning:

Detta projekt gick ut pé att skapa nya intressen for idébaserad och experimentell
samtidskonst. Det var ett utvecklingsprojekt som avsag att nd nya grupper med kulturutbudet
och pé lang sikt oka mangfalden inom svenskt konstliv. Eleverna som ingick i projektet
bearbetade och formulerade egna idéer och sokte pengar fran projektet for genomforande av
konstprojekt. Eleverna valde mellan att jobba med antingen fria konstprojekt for en
utstéllning eller ett nationellt filmprojekt for Forum for levande historia ”Vada tolerans”.
Dirpa avslutades projektet med en hogt kvalitativ utstidllning pd Bildmuseet samt
filmvisningar pa folket hus i Umed savél som Lava i Stockholm.

Nyskapande:

Elever blandades frén olika bostadsomraden for gemensamma schemalagda lektioner pa
Bildmuseet under en hel termin. Elever blandades ocksé pé varandras skolor; en buss anvinds
for att transportera eleverna till och fran skolor och museet. Urvalet av samtidskonst som
presenterades var ndgonting som dagens skola inte riktigt hunnit fa in; den tvdrvetenskapliga
konstens potential i en skola som avser att vara &mnesdverskridande &r stor och i detta projekt
sag vi till att ta till vara pa konst som korsbefruktar omraden och som leker med tankar om

processen att forsoka nd fram till sitt mal. Ett exempel pa detta var ett géng som ville dka till
Sahara for att bygga en sandlada i dknen. Det som de till slut visades upp i utstéllningen var
en beskrivning av deras arbete att f4 ndgon annan att bygga detta at dem, deras forsok att hitta
Oknar som 1ag nérmre och till slut deras tvéng att behdva gora en Photoshop-bild av deras
tanke.

Filmprojekt:

Eleverna hade som sagt tva alternativ, de kunde arbeta med konst mot en utstillning vilket
innebar att de var helt befriade fran teman eller sd kunde de arbeta med videoprojekt at Forum
for levande historia med temat tolerans. Filmerna ingick i det nationella projektet ”Vada
tolerans?” och innebar for de eleverna som deltog gavs en méjlighet att fa sina filmer
publicerade pa en hemsida samt en resa ner till Stockholm for att delta i slutseminariet for
hela projektet. Pa lokalt héll gjorde vi en kick-off dér vi bjod Kelly Tainton att prata om hur
tolerans ocksa kan vara ndgonting negativt. Han pratade om det maktférhallande som finns
mellan den som kan vélja att tolerera och dem som ska vara i en position av att bli tolererade.

Vi bjéd senare in en konstnér och filmare, Frida Hammar, som gav eleverna lite inblickar i
kortfilmsprocessen. Mediacentrum deltog med utbildning, kameror, redigeringsdatorer samt
projektorer for uppvisning under utstéllningen.

Att blanda skolor:

Att blanda elever frin olika skolor presenterade svarigheter. Eleverna ville gora projekt
tillsammans med sina klasskamrater, vilket vi var tvungna att anpassa oss till. Daremot
arbetade de alltid tillsammans med sin partnerskola. P4 museet tog vi emot en halvklass
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vardera fran tvé skolor samtidigt, detta innebar att en halklass fanns kvar pa respektive skola
vilket inte var sa bra med tanke pa att vi ville ha minst en lirare med till museet. Vi 16ste detta
genom att skjutsa en av de halvklasser som skulle vara kvar pa skolan 6ver till den andra
skolan dar den andra halvklassen var. Skolorna turades om att ta emot halvklasser fran sin
partnerskola och larare turades om med att ha hand om blandklasser.

Géstkonstnérer:

En viktig del i projektet var att bjuda yrkesverksamma konstnérer for att inspirera och visa
olika riktningar inom konsten. En av dessa var UFOLAB.

Gistkonstnérer: Anna Jin Hwa Borstam mfl.

Vi bjod négra konstnérsgrupp som gjorde en workshop med eleverna.
UFOLAB WORKSHOP ”tacksamhetsskulden introduktion”

UFOLARB bestar av fem skandinaviska konstnérer med koreansk bakgrund.

Gruppen har funnits sedan 2004 och har sedan dess genomfort och deltagit i ett antal
utstdllningar och evenemang i Danmark, Sverige, Sydkorea och Japan.

UFOLab undersoker och arbetar med olika &mnen, som internationell adoption, interkulturella
fragestéllningar, postkolonialism, feminism etc. Det samma géller de medium som gruppen
gestaltar sina undersdkningar med det kan vara allt fran forldsningar, texter, tv-dokumentérer
till konstutstéllningar. Det blir situationen som definierar metoden.

Nedanstéende viéldigt konkreta fragor diskuterades:

TACKSAMHETSKULD: INTE ATERGALDAT EN
TJANST

¢ Kinner du dig tacksam for att du lever i Sverige?

¢ Om du svarat ja, varfor kdnner du tacksamhet?

¢ Nir kénner du dig tacksam?

¢ Om nej, varfor kinner du dig inte tacksam?

* Vem borde kdnna sig tacksam for att leva i Sverige?

Andamélet med workshopen var att deltagarna skulle fa en insyn hur man kan arbeta med
konst utanfor/ i dialog med institutioner och med en tematik som beror deras egen vardag. 1
detta fall utifrén ett interkulturellt perspektiv.

Utstéllningen:

Nér man pratar om estetiska ldroprocesser i skolan lagger man ofta emfas pa just processen.
Det dr forstas svart att méta utveckling genom produkten eftersom alla har olika sétt att se pa
vad som ér estetik. Det dr processen som visar att vi gor och vad vi gor och det behover inte
nodvéndigtvis resultera i ndgot som subjektivt kan betraktas som en bra slutforing. Men i det
har projektet la vi stor vikt pa just produkten och slutféringen. Tanken var att om elever kan
se att de ingatt i nagonting som ser valdigt proffsigt ut kommer de ocksa sjdlva reflektera Gver
processen som ledde dem till resultatet. Darfor la vi ner mycket arbete pa att ge utstéllningen
en utformning som var sa professionell som mojligt. Resultatet var att eleverna blev smatt
chockade av helheten och hade inte alls tankt sig att det skulle se sa bra ut som det faktiskt
gjorde. For bilder av utstillningen och en mer genomgéende beskrivning av projektets
pedagogiska modell produceras nu en trycksak som planeras vara férdig till varen 2007.

Observationer:
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Ett mycket viktigt resultat var observerat nér en av vara klasser fran Ersingsskolan skulle ge
visningar av deras utstdllningen till andra klasser i sin skola. Ersdngsklassen var forovrigt en
klass som nér vi forst tréffade stillde fragan ”Vad fan 4r Bildmuseet for nagot?” Eleverna
som hade deltagit i projektet var forst till dorren nér skolan kom, de gick in med huvuden hogt
och borjade improvisera en visning av Konsthogskolan avgangsutstillning istéllet for sin
egen. Vad vi sag var att dessa elever verkligen dgde museet, utan att sjélva ha fatt en
genomgang av hogskolans utstillning tog de &nda rollen av att forsta och beskriva konsten
som visades. De hittade forstds pa saker som inte hade mycket med verken att géra, men det
viktiga var att de vagade latsas. I deras kamraters 6gon, som lyssnade med stor respekt, blev
dessa elever som spenderat terminen pa Bildmuseet, tolkar till en vérld som ofta kénns
otillgénglig.

For ménga elever var detta projekt mycket intressant i borjan och i slutet, men manga kénda
att det drog lite ut pa tiden nagonstans i mitten. Anledningen for detta var att eleverna hade till
storsta mojliga man ett eget ansvar dver att se till att sina idéer kom till ett genomforande.
Eftersom det var sa manga elever inblandade blev denna process lite utdragen for att undvika
att vissa elever blev fardiga flera veckor innan andra. For framtida projekt kommer vi att ta
tillvara denna observation genom att bade arbeta med mindre grupper samt att komprimera
projektets tidsplan.

Mer om utvirderingen:

Anders Marner och Hans Ortegren vid estetiska institutionen, Ume# universitet, arbetar med
en formativ utvdrdering av projektet ” som nu ungefdr” som initierats av projektledare Lars
Cuzner vid Umea Kulturverk.

Under olika faser av projektet har vi gjort deltagande observationer och i slutet av projektet
dven genomfort intervjuer med inblandade elever, ldrare och andra deltagare.

Huvudmalet med arbetet ér att studera mojligheter och svérigheter med samverkan mellan
skolor och andra institutioner i konstrelaterade projekt.

Vi vill visa pa den egenart som projektet ” Som nu ungefir” har, men
vi vill ocksa bidra till ideer kring framtida projekt i samverkan mellan skolans institutioner,

universitetsutbildningar och kommunala kulturinstitutioner, sarskilt med avseende pa arbete
med visuelll kultur som gemensam ndmnare.

Rapporten kommer att publiceras under september - oktober 2006.

Utveckling:

Det ar tankt att detta projekt ska fortsétta genom att hela tiden forédndras och anpassas efter
lardomar fran tidigare ar. Bildmuseet vill se en kontinuitet i denna typ av verksamhet som ger
skolklasser schemalagda lektionstider pa museet varje ar. Hosten 2006 inleds en
vidareutveckling av projektet som gar ut pa att arbeta med Internetbaserad samtidskonst.
Denna gang vénder vi oss till elever som har svart att fa upp betyg for nationella prov.
Projektet halls pa engelska och i samarbete med lararna ska det skapas ett
undervisningsunderlag som smyger in nddvindig kunskap om den engelska de behdver lara
sig for att klara proven. Kunskapen ska smygas in genom konst och Internet- och
programmeringsprocesser. Projektet har liknande karaktédr som tidigare, elever blandas fran
olika skolor for gemensamma lektioner pad Bildmuseet. Vi vénder oss till elever i behov av
sérskilt stod 1 nionde klass, elever som gar IV-programmet samt IVIK-programmet (for
nyanlidnda till Sverige) .
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Samarbetspartners:
Bildmuseet

Umea universitet
Arbetsformedlingen kultur
Forum fo6r levande historia
Film i Vésterbotten
Mediacentrum
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Bilaga 3 (ndgot redigerad)
Utvardering av “ Som nu ungefar”

Vigari.............. -skolan, klass ............
Vi heter ( skriv alla gruppmedlemmars hela namn) :

Vi har gjort foljande pa utstéllningen:

Beskriv hur ni fick idén:

Beskriv hur ni genomforde arbetet:

Vilka har ni fatt hjélp av?

Beskriv vad ni tycker om ert resultat och varfor!

Beritta om vilka andra verk ni gillar pa utstéllningen och varfor!
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Vad har gatt bra med ert arbete?

Vad har gatt mindre bra?

Ge tips att tinka pa infor ett nytt projekt!

Vad har varit mest ldrorikt i projektet?

Skulle ni kunna ténka er att gora fler liknande projekt under skoltid?

Har din/ er syn pé konst forandrats genom projektet, och I sa fall hur?

Tack for er medverkan!
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Institutionen for estetiska amnens rapportserie heter 7ilde, (-).
Rapportserien ges ut av institutionens vetenskapliga rid. Namnet
tilde kommer frin spanskan, ursprungligen fran latinets zizulus, en
typ av romerska inskriptioner pd sten. ~ ar ocksa ett diakritiske,
sarskiljande, tecken som forindrar en bokstavs uttal eller beto-
ning.

Rapport nr. 10 innehaller tva utvirderingar av kulturprojeke i
skolan. Det ena projektet — Fantasy Designprojektet genomférdes
2003-2006 i Finland, Norge, Danmark och Belgien och fokuserar
designundervisning i skolan. Utvirderingen Evaluation of the In-
ternational Fantasy Design Project firdigstilldes 2006. Det andra
projektet — ”Som nu ungefir” var ett konstprojekt och utvecklades
av Lars Cuzner for Kulturverket vid Umea kommun. Det genom-
fordes senhosten 2005 och varen 2006. Utvirdering av ett samtida
konstprojekt — Som nu ungefir inrapporterades 2006.

Fragor som diskuteras i utvirderingarna r bl.a. top-down och
bottom-up processer, elevernas roll och vikten av fullbordade
kommunikativa processer, lirarnas passiva eller aktiva roll i pro-
jekten, vem som dger projekten och en distributiv kultursyn. Ut-
virderingarna dr utférda av Anders Marner och Hans Ortegren,
Institutionen for estetiska iamnen, Umea universitet.
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