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Skiascopet blev aldrig ndgon succé. Det blev kanske obsolet genom att en
glesare hingningsideologi vann mark under mellankrigstiden. Andé kan nog
manga museibesokare kinna igen sig 1 det som Gilman beskriver som ett av
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efter ett par salar. Redan vid sekelskiftet stod det klart att museernas sjilva
essens — att samla och stilla ut — hotade att géra dem alltfér omfattande och
omgjliga for besckarna att ta till sig. Sovring blir med tiden lika viktigt som
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Skiascope takes its name from a contraption invented in the early twentieth cen-
tury by the influential museum curator, Benjamin Ives Gilman. Concerned
that art was hung too close together in over-large galleries, he designed the
skiascope to help visitors focus on individual works of art. The Gothenburg
Museum of Art owns one, probably bought by Axel Romdahl.
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The skiascope was never much of a success. Obsolescence was certain once
the idea gained ground in the inter-war period that galleries should be more
sparsely hung. Still, many today will recognize what Gilman saw as a funda-
mental problem: the museum fatigue that sets in after only a couple of rooms.
Even in his day it was clear that the museums’ identity — their mission to
collect and exhibit - threatened to make them too comprehensive, and over-
whelming for visitors. In time, selection would become almost as important
as collection. Like Gilman’s device, the guiding principle of Skiascope is focus.
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FORORD

Under 2010 har intendenten fér pedagogik vid Goteborgs konst-
museum, Philippa Nanfeldt, fristallts fran sitt ordinarie arbete for
att skriva om konstpedagogikens historia vid museet med utgangs-
punkt 1 fragorna Vad, hur och f6r vem? Detta arbete har méjliggjorts
genom forskningsmedel fran Sten A Olssons Stiftelse f6r Forskning
och Kultur som ocksé finansierar utgivningen av Skiascope, en serie
forskningsrapporter fran Goteborgs konstmuseum dér detta num-
mer helt dgnas konstpedagogikens historia, roll och syften.

Jag vill rikta ett stort tack till skribenterna: forskningsledare Jeff
Werner, forskare Kristoffer Arvidsson och intendent Philippa Nanfeldt
samt 6vriga medarbetare som involverats 1 projektet for deras arbete.
Ett sarskilt tack riktas till Sten A Olssons Stiftelse for Forskning och
Kultur f6r de medel som under tre ar finansierat forskningsenheten
vid Goteborgs konstmuseum och som varit ett starkt incitament till att
museet numera har en permanent enhet for forskning.

Konstpedagogiken ir ett fér Goteborgs konstmuseum prioriterat
omrade. I Goteborg liksom 1 Gvriga Sverige betonas 1 politiken
betydelsen av en stark verksamhet inom det som ofta kallas kunskaps-
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FOREWORD

In 2010 Philippa Nanfeldt, curator with special responsibility for pedagogy
at the Gothenburg Museum of Art, was released from her normal duties
to write on the history of art education at the museum, taking as her start-
ing point the questions: What, How, and for Whom? This assignment
was made possible through the grant of research resources from the Sten
A Olsson Foundation for Research and Culture, a body that also finances
publication of Skiascope, a series of research reports from the Gothenburg
Museum of Art and where the present issue is entirely devoted to the
history of art museum education, its role and ambitions.

I would like to express my warmest thanks to the contributors: Jeff
Werner, research director, Kristoffer Arvidsson and Philippa Nanfeldt, re-
searcher and curator respectively, and to all others involved in the project.
Particular thanks are due to the Sten A Olsson Foundation for Research
and Culture for the resources which have, for three years, financed the
work of the research unit at the Gothenburg Museum of Art and which
have strongly contributed to the museum’s now possessing a permanent
unit devoted to research.

Art education is an area of high priority at the the Gothenburg
Museum of Art. In Gothenburg, as in the rest of Sweden, political empha-
sis is attached to the importance of activity in what is often referred to as
knowledge provision. But the answers to the questions What, How, and
for Whom? have varied throughout history. Seen in a global perspective
there are today various differing parallel approaches. The museum is a
generator of knowledge, and as such one of its main duties is the posing
of relevant questions regarding the material available in the form of the



férmedling. Men svaren pa fragorna Vad, hur och f6r vem? har skiftat
genom historien. Ur ett globalt perspektiv férekommer idag parallellt
skilda férhallningssitt inom féltet. Museet ar en kunskapsproducent
och som sadan ar en av dess framsta uppgifter att stilla relevanta
fragor till det material som finns att hantera i form av samlingen,
byggnaden och institutionens historia. Som kunskapsinstitution vill
Goteborgs konstmuseum 6ka nyfikenheten och medvetenheten om
skilda strukturer och varderingar igar och idag och 1 det arbetet dven
granska museets roll som bérare av normer.

Det pedagogiska arbetet utgor tillsammans med det kritiska och
analytiska museets grundvalar. Det dr var 6vertygelse att mer forsk-
ning behovs for att utveckla féltet. Med Skiascope 4 tar Goéteborgs
konstmuseum initiativ till fortsatt forskning och férdjupande samtal

om konstpedagogik.

ISABELLA NILSSON / MUSEICHEF

collections, the building and the history of the institution. In its role as a
knowledge-related institution the Gothenburg Museum of Art is keen to
expand curiosity into and awareness of varying structures and appraisals
both past and present, and also to examine in that context the role of the
museum as conveyor of norms.

Pedagogical activities are, along with critical and analytical approaches,
the very cornerstones of the museum’s work. It is our conviction that more
research is needed to develop this field. With publication of Skiascope 4 the
Gothenburg Museum of Art takes the initiative towards further research
and an enriching discussion on the subject of art museum education.

ISABELLA NILSSON
MUSEUM DIRECTOR

TRANSLATED FROM SWEDISH BY
DAVID ISITT



JEFF WERNER

INLEDNING

Det dr populirt att gd pd museum. Inte minst konstmuseum. De
svenska museerna raknar in runt femton miljoner besok arligen.
Det ar tio ganger fler dn den allsvenska fotbollen. Till och med 1
Goteborg, som girna vill vara den svenska fotbollens huvudstad,
ar det museerna som drar storst publik. Enbart Goéteborgs konst-
museum drar betydligt fler besokare dn IFK Géoteborg.!

Otvivelaktigt blir sdvil konst som fotboll roligare ju mer man
kan. Nir man inte bara noterar det som hénder pa ytan utan ocksa
ser mer djupgdende monster. Kan reglerna. Kanner till nagot om
aktérerna. Vet lite om historien. Trakigt nog ar de flesta svenskar
samre rustade for konst- dn fotbollsupplevelser. De konsthistoriska
kunskaper som erhdlls 1 grundskola och gymnasium &r néstan
obefintliga. Som universitetsldrare har jag haft manga studenter fran
naringslivet som upptickt nédvandigheten av kompletteringsstudier
for att kunna skoéta sina jobb 1internationella miljéer. I ménga ldnder
anses grundliaggande insikter 1 konst, musik och litteratur vara minst
lika sjalvklart som kunskaper om fotboll och ishockey.
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JEFF WERNER

INTRODUCTION

Museums are popular attractions. Museums of art especially so. Sweden’s
museums attract some fifteen million visitors every year — ten times
more than Allsvenskan, the Swedish premier league in football. Even in
Gothenburg, which likes to think itself the capital of Swedish football, it is
the museums that pull in the largest numbers. The Gothenburg Museum
of Art alone has more visitors than IFK Goéteborg has on its grandstands.!
There is no question that, like football, the more you know about art
the more enjoyable it becomes — when you not only notice what happens
on the surface but also see the more profound patterns, when you know the
rules and something of the people involved, and a bit of its history. Sadly,
most Swedes are less well equipped to experience art than to experience
football. Art history as a subject in primary and secondary schools is
almost non-existent. As a university instructor, I have had many students
from the business world who have discovered that it is essential for them
to complement their studies in order to be successful in international
milieux. In many countries, a basic knowledge of art, music, and literature
is at least as self-evident as an understanding of football and ice hockey.
The educational activities offered by museums of art are thus
important, but also problematic. With few resources and little time they
are expected to bridge the gap between their adult visitors’ poor grasp of
the basics and high hopes, as well as make the rare school museum visit
compensate for the absence of art history education in Swedish schools.
Gothenburg’s cultural policy emphasizes the importance of reaching
out to an audience beyond those who already exhibit an interest in culture.
Three strategic groups have been singled out. The first and, according



Den pedagogiska verksamheten vid konstmuseerna ar salunda
viktig, men ocksa problematisk. Den ska med sma resurser och
under kort tid brygga 6ver glappet mellan bristande férkunskaper
och hogt stillda férhoppningar hos den vuxna publiken. Och den
ska ersdtta franvaron av konsthistorisk undervisning i den svenska
skolan under de enstaka museibesok skolklasserna gor varje ar.

I Goteborgs kulturpolitiska strategi framhalls betydelsen av att
kulturen nar andra dn dem som brukar ta del av den. Tre strategiska
grupper pekas ut. Den férsta, och enligt kulturndmnden viktigaste,
ar barn och ungdom. Den andra gruppen ar "medborgare med ut-
landsk bakgrund” och den tredje kallas passande nog f6r "den tredje
aldern”. Det syftar, efter franskans ”le troisieme dge”, pa pensiondrer.

Att framhalla barn- och ungdomsverksamhet som sarskiltviktig
har Géteborg gemensamt med alla andra stdder och regioner i Sverige.
Aven pa nationell niva betonas betydelsen av att berika ungas liv med
kultur. Ungefar en tredjedel av besoken pa de statliga museerna ut-
gors av barn och ungdom.? Deras andel 4r saledes 6verrepresenterad
1 forhallande till befolkningen som helhet, vilket skulle kunna tolkas
som att malet uppfyllts. P4 Goteborgs konstmuseum uppgar andelen
barn och ungdom till mellan tio och femton procent,* vilket ar lagre
an andelen som ar 0-24 ar 1 Vastra Gotalands lan (trettio procent).

Huruvida museerna i Géteborg ér framgéangsrika i arbetet med
att na "medborgare med utlaindsk bakgrund” och personer 1 "den
tredje aldern” dr mer osdkert. Nagon bra statistik finns inte. Att
déma av Philippa Nanfeldts studie 1 denna bok var "imnvandrare” en
kategori som konstmuseet arbetade mycket aktivt f6r att nd under
1970-talet, men ddr har aktiviteterna avtagit senare. Detta tycks f6lja
en generell trend. Nationella studier visar att museibesoken sett 6ver
en trettiodrsperiod minskar hos bade utrikes f6dda och svenskar med
utlandska féraldrar.

Vad giller pensiondrer utgér de en relativt stor andel av be-
sokarna pa de flesta museer, men mots av den mest traditionella
museipedagogiken: visningar 1 grupp. Trots detta dr personer dver
65 den grupp som okat sin museikonsumtion kraftigast perioden
1976 till 2006.° Av aktuell statistik framgdr dven ett tydligt sam-
band mellan traditionell konst och hog dlder pa publiken. Klassiker
drar en dldre publik, nyskapande konst en yngre. Prins Eugens
Waldemarsuddes besokare har en medelalder pa 58 ar att jamfora
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to the City Cultural Committee, most important group is children and
young people; the second is ‘citizens with foreign backgrounds’; and the
third, appropriately enough, is pensioners or ‘the third age’, from the
French ‘le troisieme 4ge™ Gothenburg’s concentration on children and
youth programmes as particularly worthwhile is something it shares
with all the other cities and regions in Sweden. At the national level, too,
there is an emphasis on the importance of enriching young lives with
culture. About a third of all visits to Sweden’s state-funded museums are
by children and young people.? Their numbers are thus over-represented
relative to the population as a whole, which could be taken as a sign that
the museums’ goals are being met. At the Gothenburg Museum of Art,
the proportion of visitors who are children and young people amounts to
between 10 and 15 per cent, which is lower than the proportion of people
between 0 and 24 (30 per cent) within Vastra Gétaland, the county that
includes Gothenburg.*

Whether the museums in Gothenburg are as successful in the
business of reaching out to ‘citizens with foreign backgrounds’ and people
of ‘the third age’ is less certain. There are no decent statistics. To judge
by Philippa Nanfeldt’s study in this volume, ‘immigrants’ were once a
category that the Gothenburg Museum of Art actively sought to reach
in the 1970s, but such efforts have since been abandoned. This seems to
reflect a general trend. National studies show that, seen over a thirty-year
period, museum visits fell amongst both foreign-born Swedes and first
generation immigrants.’

When it comes to ‘the third age’, pensioners constitute a relatively
large proportion of the visitors to most museums but are catered for by
that most traditional of museum activities: group guided tours. Despite
this, people over 65 are the group that have increased their museum
consumption most dramatically in the period 1976-2006.° From recent
statistics, it would seem there is also a clear link between traditional art
and the advanced age of its audience. Classics attract an older audience,
innovative art a younger one. The average age of visitors to Prins Eugens
Waldemarsudde in Stockholm is 58, compared with Moderna Museet’s
38. The average age of the museum-going public at all national museums
was 42 in 2009, which broadly tallies with the average age of the Swedish
population (which is currently 41).”

There is, of course, nothing to say that an art museum’s visitors ought
to mirror the age distribution of the population as a whole. Art perhaps



med Moderna Museets 38 ar. Medelaldern hos museipubliken pa
alla statliga museer var 2009 42 ar, vilket 1 stort sett motsvarar medel-
aldern pa Sveriges befolkning (41 ar).”

Det finns forstas inget som siger att ett konstmuseums publik
bor motsvara dldersstrukturen hos befolkningen som helhet. Konst
kanske intresserar vissa dlderssegment mer an andra? Kvinnor mer
dn mén? Urban befolkning mer &n rural? Likare mer dn bilarbetare?
De flesta inom museisektorn anser att si inte behéver vara fallet.
Konst bor intressera alla grupper. Dérfor finns politiska ambitioner
att férandra den nuvarande strukturen hos museipubliken. Det som
ar intressant 1 detta sammanhang &r vilka konsekvenser som dessa
ambitioner far f6r museets pedagogiska verksamhet. Ska den inrikta
sig pa de stora besoksgrupperna, exempelvis medelalders kvinnor?
Eller pa underrepresenterade grupper? Sistnimnda skulle betyda
mer fokus pa medelalders mdn med arbetarbakgrund liksom pa
manga invandrargrupper.

Det ricker emellertid inte att fd publiken att komma, den ska helst
ldmna museet lite klokare och gladare. Konstpedagogikens uppgift
ar att bidra till besdkarnas konstupplevelse men ocksa att virna om
demokratiska virderingar, motverka férdomar och bidra till folkbild-
ningen. Kanske bor konstpedagogiken dven ha en institutionskritisk
uppgift och motverka de klass-, genus- och etnicitetsstrukturer som
ligger inbdddade 1 museisamlingarna? Detta blir inte minst viktigt
1 tider nar hbtq-grupper pa ett tydligare sitt inkluderas 1 de kultur-
politiska mélen.?

Viharsettatt statistiken pa kulturomradet dr bristfallig, isynnerhet
pa regional niva. Situationen vad giller forskning och utvirdering av
museernas pedagogiska verksamhet dr dessvirre inte bittre. Grund-
liggande historieskrivning saknas. Teoretisk grund fér mycket av
verksamheten likasd. Det finns ingen institution f6r eller akademisk
tradition av forskning om konstpedagogik, konstaterar Kristoffer
Arvidsson 1 sin studie. Med detta fjairde nummer av Skiascope vill
vi darfor rikta uppmirksamheten pa dnnu ett underbeforskat om-
rade. Liksom 1 tidigare publikationer 1 serien dr var ambition att for-
ena 6vergripande diskussioner med djupgaende studier av vart eget
museums verksamhet.

Under de 150 ar som hir behandlas har museerna rort sig fran
att vara platser for kunskapsproduktion till att bli platser f6r kultur-
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interests certain age segments of the population more than others. Women
more than men? Urban more than rural? Doctors more than motor
mechanics? Most of those working in the museum sector believe that
this should not be the case. Art ought to interest all groups. That is why
there are political ambitions to alter the current makeup of the museum-
going public. What is interesting in this context are the consequences such
ambitions will have for the museums’ education departments. Ought they
focus on the larger groups of visitors, for example, middle-aged women?
Or on under-represented groups? The latter would mean a greater focus
on middle-aged men from working-class backgrounds as well as on many
Immigrant groups.

It is not sufficient, however, to persuade the public to come; ideally
they ought to leave the museum wiser and happier. It is museum
education’s job to contribute to the visitors’ experience of art, but also
to defend democratic values, counteract prejudice, and contribute to
the general level of education. Perhaps museum educators also ought to
adopt an institutional critique, counteracting the class, gender, and ethnic
structures entrenched in the museum’s collections? This is particularly
important at a time when LGBTQ groups are increasingly being included
in official cultural policy goals.®

We have seen that the statistics for the cultural sector are inadequate,
particularly at the regional level. Unfortunately, the situation regarding
research and the evaluation of the museums’ education departments is no
better. The basic history has not been done. Nor is there a theoretical basis
for many of their activities. There is no academic tradition, no institution
dedicated to research into art museum education, as Kristoffer Arvidsson
shows in his study. With this fourth issue of Skiascope we hope to focus
attention on this, yet another under-researched area. As in previous
issues, our ambition is to combine a general discussion of the issues with
in-depth studies of our own museum’s activities.

In the century and a half considered here, Swedish museums have
gone from being places for the production of knowledge to places for
the consumption of culture. The state, regional, and council authorities
attach little importance to the museums’ need to research and reflect — at
any rate, not when it comes to funding and jobs. What matters is the
number of visitors and exhibitions, not what is communicated to the
visitors by those exhibitions.



konsumtion. Uppdragsgivarna inom stat, regioner och kommuner
tillmiter inte museernas behov av att forska och reflektera nagon
storre vikt, atminstone inte rdknat 1 pekunidra medel eller tjénster.
Det som riaknas ar antal besdkare och antal utstillningar, inte vad
som genom utstidllningarna férmedlas till besokarna.

Enannan tydligtendens 6ver tid ar att kunskapsformedlingens mal
1 alltmindre utstrackning dr den vuxna befolkningen. P4 1800-talet
tillmittes museerna en betydelsefull roll 1 estetisk, moralisk och
vetenskaplig fostran av medborgarna. De ansags vara betydelsefulla
mstitutioner som skulle bidra till nationens andliga och ekonomiska
utveckling. Museerna skulle alltsd bidra till utvecklingen av indu-
strin och folkbildningen. Idag 4r den pedagogiska verksamheten, 1
synnerhet dess mest kreativa delar, huvudsakligen inriktad pa barn.
Det kan se ut som en tanke att ordet pedagogik alltmer tagit 6ver
som bendmning pd museernas kunskapsférmedling. Ordet kommer
fran benamningen pa de slavar (paidagogor) som under hellenistisk tid
hjalpte till med undervisningen av barnen.

Den minskade anvindningen av begreppet kunskapsférmed-
ling pekar ocksa pa att pedagogiken blivit mer dialogisk och mindre
didaktisk. Det handlar 1 stérre utstrickning an tidigare om att
gora besokarna delaktiga, att fora samtal, och mindre om att ldra
ut fixa kunskaper, till exempel en konsthistorisk kanon. Denna ut-
veckling dr pa det hela taget av godo, men inte helt oproblematisk.
Den dialogiska formen ar visserligen manga ganger demokratisk,
inkluderande och stimulerande. Men utan férdjupande kunskaper
och kontakt med forskningsfronten pa museerna riskerar samtalet
att bli ytligt och befista forlegade uppfattningar. Asidosittandet av
museernas roll som kunskapsproducenter hotar sdlunda innehallet 1
bland annat den pedagogiska verksamheten.

Konsten sdgs ofta ha ett egenvirde, men konstmuseernas verk-
samhet har dnda sedan 1800-talet motiverats instrumentellt. Fér 150
ar sedan handlade det om att utveckla landets industri och hant-
verk, starka nationalismen och lira befolkningen goda seder. Idag
om att understddja turistindustrin och bidra till béttre hélsa hos be-
folkningen. Det férekommer ocksa ett slags inomfiltligt, instrumen-
tellt argument: om man som liten lr sig uppskatta museer, fortsétter
man ga pa museer som vuxen. Konstpedagogikens uppgift blir alltsa
att producera framtida kulturkonsumenter. Det finns emellertid inga
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Another clear tendency is that over time the object of this teaching
is less and less the adult population. In the nineteenth century, museums
were accorded a crucial role in the aesthetic, moral, and scholarly
education of citizens. They were considered valuable institutions that
would contribute to the nation’s spiritual and economic growth - in
other words, to the development of industry and adult education. Today,
museums’ educational programmes, and in particular their most creative
elements, are primarily directed at children. It is no accident that the word
‘pedagogy’ is increasingly taking over as the name given to the Swedish
museums’ teaching activities. The word comes from the term for those
slaves (paidagogor) in Hellenistic Greece who helped educate the citizens’
children.

The abandonment of the term ‘teaching’ also points to the fact that
museum education has become more dialogic and less didactic. Far more
now than before itis a case of enabling visitors to participate, of conducting
a conversation, and less of teaching fixed knowledge, for example an art
history canon. On the whole this development is for the good, but it is not
wholly unproblematic. True, the dialogic approach is on many occasions
democratic, inclusive, and stimulating. Butifit does not deepen knowledge
and communicate cutting-edge research at the museums, the conversation
risks becoming shallow, shoring up antiquated ideas. Disregarding the
museums’ role as producers of knowledge thus threatens, among other
things, the content of the institutions’ educational activities.

Art is often said to have intrinsic value, but ever since the nineteenth
century, art museums have been justified on instrumental grounds.
Some 150 years ago it was all about developing Sweden’s industry and
handicrafts, strengthening nationalism, and teaching the population
good manners; today the focus is on supporting the tourist industry and
promoting the health of the population. There is also what amounts to
an in-house, instrumental agenda: learning to appreciate museums while
young will translate into continued museum activity as an adult. The task
of art education is thus to produce future art consumers. Yet there are no
studies that support the idea of a link between museum visits in childhood
and an interest in museums later in life. There is, on the other hand, a
strong connection between class and museum visits.

As Nanfeldt’s survey of the museum education department’s
activities at the Gothenburg Museum of Art makes clear, it was only in the
1960s that the department was professionalized, and staffed accordingly.



studier som beldgger ett samband mellan besok 1 tidig dlder och ett
intresse fér museer som vuxen. Det finns daremot ett starkt samband
mellan klasstillhérighet och museibesok.

Som framgar av Nanfeldts kartliggning av den museipedago-
giska verksamheten vid Goéteborgs konstmuseum var det forst pa
1960-talet som den professionaliserades med sarskild personal. Lénge
var den museichefernas och intendenternas ansvar. Dessa, som oftast
var man, fortsatte ocksd att ta ansvar for de delar av verksamheten
som var riktad till vuxna besokare. Museilektorerna (de blivande
konstpedagogerna), som foretradesvis var kvinnor, tog hand om
barn- och ungdomsverksamheten. Samtidigt som den pedagogiska
verksamheten har professionaliserats har den ocksa feminiserats och
malgruppen infantiliserats (i ordens neutrala betydelse).

Aven om konstpedagogiken har professionaliserats har det, enligt
Arvidsson, inte skett 1 samma utstrackning som med andra museipro-
fessioner. Detta ar sarskilt tydligt pa utbildningssidan. Visst finns det
konstpedagogiska kurser och utbildningar, men de flesta som arbetar
pa faltet1Sverige har en utbildningsmassig bakgrund pa férberedande
konstskolor och de konstvetenskapliga institutionernas grundkurser.
Det finns inga formaliserade krav pa museipedagogernas utbildning
1 pedagogik, museologi eller konstvetenskap. Korta och osdkra an-
stallningsférhallanden férsvagar ocksa museipedagogernas stéllning.

Pedagogernas praktiska konstkunskaper kommer vil till pass
1 en verksamhet som ofta inkluderar konstnarlig praktik: barnen
uppmanas inte sdllan skapa "konst” utifrdn sina upplevelser pa mu-
seet. Nanfeldt pekar ut ett tydligt skifte 1 pedagogiken pa 1970-talet
nér praktiska moment fick allt stérre betydelse. Detta far pedagogi-
ken att divergera frdn manga av museets 6vriga verksamheter som
blivit mer diskursiva. Utstdllningar dr idag ofta idébaserade och
diskuterande. Samtidskonsten har ocksd generellt blivit mer intel-
lektuell sedan 1960-talet. Den reser inte séllan komplicerade fragor
om politik, estetik och genusstrukturer som inte primért ar tankta for
en yngre publik.

Konsten talar inte alltid {6r sig sjalv. Det gor inte heller fotbollen.
Och 1 vilket fall som helst finns det ofta behov av att féra samtal om
bade konst och fotboll. Samt att lyssna pa dem som kan mer. Fot-
bollen har inte ett lika dngsligt férhallande till expertis som konsten.
En férdjupande analys vinner respekt hos publiken som inte heller ar
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It had long been the museum directors’ and curators’ responsibility.
These people, often men, continued to be responsible for the museum’s
activities intended for adult visitors. Museum educators (the would-be
art pedagogues), most of whom were women, took hand of the activities
directed at children and young people. Thus at the same time as the
education department was professionalized, it was also feminized and its
target group was infantilized (in the neutral meaning of the words).

Yet even if art education was professionalized, Arvidsson points out
that the field did not develop at a pace with other museum professions.
Certainly, there are art education courses and training available, but most
of those who work in the field in Sweden have a background in the basic
courses offered by the art history departments within art schools and
universities. There are no formal requirements for museum educators
to be qualified in pedagogy, museology, or art history. Short contracts
and uncertain conditions of employment also do much to weaken the
museum educators’ position.

The museum educators’ practical knowledge of art is very handy in
an operation that often includes art in practice: children are invariably
encouraged to create ‘art’ inspired by their experiences at the museum.
Nanfeldt points out a clear shift in teaching style in the 1970s, when
practical elements acquired an ever-growing importance. This cordoned
off education from many of the museum’s other activities, which had
become more discursive. Exhibitions today are often idea-based and
mvestigative. Contemporary art has also, generally speaking, become
more intellectualized since the 1960s, and frequently raises complicated
questions about politics, aesthetics, and gender structures that are not
primarily intended for a very young audience.

Art does not always speak for itself. Neither does football, come to
that. And in any case, there is often a need to talk over both art and
football - and to listen to people who know more on the topic. Football
does not have as fraught a relationship to expertise as does art. A
thoughtful analysis will win the respect of any public that is unafraid to
object or to think differently. I would like to see more of that at Sweden’s
museums of art. Broader knowledge. Greater gravitas. More objections.
Sharper criticism. Both art monologues and art dialogues. Authoritative
pronouncements from the pitch and catcalls from the grandstands.

TRANSLATED FROM SWEDISH BY CHARLOTTE MERTON



radd for att komma med invindningar och avvikande uppfattningar.

Jag skulle vilja se mer av det pa konstmuseerna. Bredare kunskaper.
Mer pondus. Fler invindningar. Vassare kritik. Bade konstmono-
loger och konstdialoger. Auktoritira uttalanden fran planen och bus-
visslingar fran ldktaren.
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KRISTOFFER ARVIDSSON

NAR KONSTEN INTE TALAR FOR SIG SJALV
KONSTMUSEER OCH PEDAGOGIK

Rubriken f6r den hdr essan anspelar pa en livskraftig forestillning 1
konstlivet som, trots att den ifragasatts starkt de senaste decennierna,
fortfarande lever kvar 1 ménga museala praktiker: forestdllningen
att konsten talar for sig sjalv och att varje forsok att formedla den
riskerar att inkrdkta pa konstverkets integritet och stdlla sig 1 vigen
for den omedelbara konstupplevelsen. Museet bor enligt denna syn-
punkt dirfor halla en 1dg profil och visa fram konstverken i en sa neu-
tral omgivning som mojligt. Det dr begripligt att méanniskor som haft
starka konstupplevelser dr 6vertygade om konstens oavvisliga kraft.
Kruxet dr att alla inte upplever konsten lika starkt. Konsten talar till
dem som genom utbildning erévrat det kulturella sammanhang som
gor den meningsfull.

Konst kan rucka pa vér vérldsbild, men den 4r ofta innesluten i en
bubbla av exklusivitet och kulturella koder som gor att stora delar av
befolkningen inte uppfattar att den berér dem. Negativa erfarenheter
och felaktiga férvantningar stéller in métet med konsten. Nar konsten
inte talar fOr sig sjdlv, samtidigt som dess férsvarare ar dvertygade om
att den har nagot viktigt att siga, f6ds behovet av konstpedagogik.
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KRISTOFFER ARVIDSSON

WHEN ART DOES NOT SPEAK FOR ITSELF
ART MUSEUMS AND EDUCATION

The title of this essay alludes to a deep-seated notion in the art world,
a notion which — despite being strongly challenged in recent decades —
still lives on in many museum practitioners: the idea that art speaks for
itself and that any attempt to communicate the meaning of a work of art
is a potential infringement of its integrity and a hindrance to the direct
experience of art. This view holds that the museum should keep a low
profile and display the works in as neutral an environment as possible.
It is understandable that people with intense artistic experience will have
confidence in the absolute power of art; the problem is that not everyone
experiences art so intensely. Art speaks to those whose education has
enabled them to master the cultural context that gives it meaning.

Art can change the way we see the world but it is often encased in a
bubble of exclusivity and cultural codes that prevents large sections of the
population from understanding how it might relate to them. Negative ex-
periences and false preconceptions can put people off. When art does not
speak for itself — even as its defenders are convinced that it has something
important to say — the need for art education becomes clear.

What is the purpose of art education? There is a widely held view
that art education should enrich our experience of art by developing our
ability to see and interpret it." In order to do this, the art educator may
have to communicate his knowledge of art history and other subject ar-
cas. Although the need for this is accepted, the role of art education is
currently seen as that of encouraging museum visitors to develop their
own ability to interpret what they see.



Vad ir syftet med konstpedagogik? Den utbredda uppfattning-
en dr att konstpedagogiken ska berika var konstupplevelse genom
att utveckla var férmaga att se och tolka konst.! For att gora detta
kan konstpedagogen vara tvungen att férmedla konsthistoriska och
andra kunskaper. Aven om behovet av sddan kunskapsformedling
erkianns anses konstpedagogikens huvudsakliga uppdrag idag ligga
1 stimuleringen av museibesokarens egna seende och tolkande for-
maga.

En undersokning av pedagogikens plats pa konstmuseer stéller
fragan om vad och vem museet ar till {6r pa sin spets. Alltsedan de
forsta museerna skapades for drygt tvahundra ar sedan har relatio-
nen till publiken varit den springande punkten 1 deras raison d étre.
"Tva uppgifter kommer hir ofta i1 konflikt med varandra: a ena sidan
att samla, bevara och visa konst av hogsta kvalitet, & andra sidan att
vara en institution for utbildning och debatt som nar ut till publik-
grupper utan museivana. Med andra ord en konflikt mellan att vilja
sitta konsten eller publiken i centrum.

Med utgangspunkt i denna problematik undersoker jag 1 den hér
essan konstpedagogikens roll 1 konstmuseernas framvaxt och utveck-
ling. Hur har synen pa det pedagogiska uppdraget férandrats genom
historien? Hur har konstpedagogikens praktik och teori vuxit fram
och hur ska konstpedagogikens stéllning 1 konstmuseet forstas? Syf-
tet ar tvafaldigt: dels att ge en historisk introduktion till konstpedago-
giken, dels att diskutera dess plats 1 konstmuseet igar och idag, med
utgangspunkt 1 bade den nordiska och internationella forskningen
pa omradet.? Inledningsvis kommer jag att diskutera forskningslaget
1 en nordisk kontext. Jag beskriver dérefter museernas framviaxt och
relation till publiken pd ett allmént plan, for att sedan mer specifikt
diskutera konstpedagogikens historia och de utmaningar den star in-
for idag. En tes ér att konstpedagogiken har en ldngre och rikare his-
toria dn vad som ofta framgar av debatten. Utgdngspunkten dr den
pedagogik som bedrivs vid konstmuseer, men {6r att avgriansa mot
pedagogik vid andra typer av museer, samt for att kunna inkludera
parallella verksamheter och teoribildning utanfér museet, har jag
valt att anvanda termen konstpedagogik hellre &n museipedagogik.
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A study of the role of education in art museums turns the question
For what and for whom are museums? on its head. Ever since the first
museums were created over two hundred years ago, their basic raison
d étre has been their relationship with the public. This often involves two
conflicting tasks: on the one hand, they need to collect, preserve and show
art of the highest quality; and on the other, they must be institutions for
education and debate that reach out to groups of people who tend not to
visit museums. It is, in other words, a conflict between focusing on the art
or on the audience.

With this as its starting point, this essay will examine the role of art
education in the growth and development of art museums. How have
attitudes towards the educational role changed over time? How have the
theory and practice of art education developed and how should we under-
stand the place of art education in art museums? The aim is twofold: to
provide a historical introduction to art education; and to discuss its place
in the art museums of yesterday and today, with reference to both Nordic
and international research in the area.” The essay starts by discussing
the current state of research in a Nordic context and goes on to describe
the emergence of museums and their relationship with the public gener-
ally. This is followed by a more specific discussion of the history of art
education and the challenges it faces today. One of my findings is that art
education has a longer, richer history than often emerges from the debate.
The focus is on education as carried out in art museums, but in order to
distinguish it from education in other types of museum and to include
parallel ‘extra-museal’ activities and theory building, I have chosen to use
the term ‘art education’ rather than ‘museum education’

NORDIC RESEARCH IN THE FIELD OF ART EDUCATION
|

While very little art education research has been carried out in the Nordic
countries, either in terms of its historical development or theory, several
mteresting works have appeared in recent years. In Sweden, a pioneering
work in the field is Anna Lena Lindberg’s 1988 doctoral thesis, Konstpeda-
gogikens dilemma: Historiska rotter och moderna strategier [ The Dilemma of Art



NORDISK FORSKNING OM KONSTPEDAGOGIK

Den nordiska forskningen om konstpedagogik dr mycket begran-
sad bade vad giller historieskrivning och teori, &ven om det kommit
flera intressanta arbeten pa senare tid. Ett pionjararbete pa omradet 1
Sverige ar Anna Lena Lindbergs doktorsavhandling Konstpedagogikens
dilemma. Historiska rotter och moderna strategier (1988). Lindberg analyse-
rar dir konstpedagogikens plats 1 det moderna samhdllet och de olika
synsdtt som praglat dess praktik fran 1800-talet och framat. Avhand-
lingen innehdller en bred kulturhistorisk orientering om konstpeda-
gogiken 1 vastvdrlden, framfér allt Tyskland, England och Sverige.
Diaremot utelamnas USA, varfor jag hir lagger sarskild vikt vid den
amerikanska utvecklingen. USA iar tidigt ute pa omradet. De ameri-
kanska museerna ar ocksa intressanta att studera pa grund av deras
ofta nira anknytning till universiteten. Som undersékning av konst-
pedagogikens framvaxt, historia och utveckling ar Lindbergs avhand-
ling fortfarande den enda 1 sitt slag, &ven om den nu har mer &n tjugo
ar pa nacken och savil konsten som konstpedagogiken och den konst-
pedagogiska debatten forandrats sedan den skrevs. Nya metoder och
ny teknik har introducerats. Det museologiska forskningsfiltet har
vuxit. Mer teoretiska perspektiv har tritt in 1 den konstvetenskapliga
forskningen och férandrat bilden av konstens och museernas historia.

Enligt Lindberg 4r det framfor allt tva synsatt som dominerat och
statt mot varandra i konstpedagogikens historia: en objektiverande
uppfostrarhallning och en subjektiverande karismatisk hallning. Det
ar 1 konflikten mellan dessa férhallningssatt som konstpedagogikens
dilemma ligger for Lindberg. Enligt Lindberg férvaltar uppfostrar-
hallningen arvet fran upplysningen genom en undervisande relation
till mottagaren som darmed objektiveras. Den karismatiska hallning-
en dr istéllet rotad 1 en romantisk ideologi och hdvdar att konstupple-
velsens centrum dr kénslan, inte férnuftet. Metodisk inldrning anses
inte tillféra nagra vasentliga kvaliteter eftersom konstverket formar
tala direkt till betraktaren 6ver alla barridrer, oberoende av bildning
och social tillhérighet.?

Historiskt har de ofta levt parallellt, &ven om den ena hallningen
haft 6vertag.  museernas barndom var uppfostrarhallningen den do-
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Education: Historical Roots and Modern Strategies]. Lindberg looks at
the place of art education in modern society and the various approaches
to it from the 19* century onwards. The thesis includes a broad cul-
tural overview of art education in the West, particularly Germany, Great
Britain and Sweden. The United States, however, is omitted, which is why
I place particular emphasis on the development of art education there.
The United States was an ‘early adopter’ in the field. American museums
are also interesting to study because they are often closely associated
with universities. As a study of the growth, history and development of
art education, Lindberg’s thesis remains the only one of its kind, even
though it is now more than twenty years old and art, art education and
the art education debate have changed since it was written. New methods
and new techniques have been introduced. Museum studies as a field of
research has grown. Art history has assumed a more theoretical perspec-
tive, changing our view of the history of art and of museums.

According to Lindberg, the history of art education has been domi-
nated by two divergent approaches: an objectivizing, educational ap-
proach and a subjectivizing, charismatic approach. For Lindberg, it is
in the conflict between these two that the dilemma of art education lies.
She sees the educational approach as the custodian of the Enlightenment
legacy through a teaching relationship with the recipient, who is thus
objectified. The charismatic approach is, instead, rooted in a Romantic
ideology and claims that the central artistic experience is one of feeling
rather than reason. Methodical learning is not deemed to bring any es-
sential qualities since the artwork is able to speak directly to the viewer
across all barriers, regardless of education and social class.?

Historically, these two approches have often existed in parallel, albeit
with one having the upper hand. The early history of the museum was
dominated by the educational approach. It was boosted in the 19" centu-
ry when the audience’s lack of the necessary previous knowledge became
apparent. During the 20" century, with the advent of modernism in mu-
seums, the educational approach was regarded with suspicion. Lindberg
notes that the educational approach became obsolete, partly because with
modernism there was no longer any fixed content to teach, and partly be-
cause of a growing distrust of authority, which culminated in the student
revolt of 1968. Parallel to the development of art away from tradition, the
modernising effect which the German social researcher Thomas Ziehe
calls ‘cultural release’ left more room for subjective interpretation.* When



minerande. Den stirktes under 1800-talets gdng ndr publikens avsak-
nad av nédviandiga forkunskaper blev uppenbar. Under 1900-talet,
med modernismens intdg pa museerna, kom uppfostrarhallningen
att misstankliggoras. Lindberg konstaterar att uppfostrarhallningen
blev obsolet, dels pa grund av att det med modernismen inte langre
fanns nagot fast innehall att lara ut, dels pa grund av en vixande
misstro mot auktoriteter, vilken kulminerade med studentrevolten
1968. Parallellt med konstens frigérelse fran traditionen har den
moderniseringseffekt som den tyske samhillsforskaren Thomas
Ziehe kallar kulturell fristdllning ldmnat 6kat utrymme f6r subjek-
tiva tolkningar.* Nar den ostérda konstupplevelsen prioriterades
6ppnade det for den karismatiska hallningen. Idag har pendeln ater-
igen svangt.

Lindbergs uppdelning dr daterad da pedagogiken idag ocksd
arbetar med andra strategier, som att stdlla kritiska fragor till verket,
temavisningar med mera.’ Dialogen har 1 hogre grad hamnat i fokus
1 den pedagogiska diskussionen. Med formuleringen av begreppet
"den gemensamma bilden”, som syftar pa det dmsesidiga tankeutby-
tet kring bilder, intar Lindberg en position som ligger narmare den
dominerande stdndpunkten 1 dagens debatt.°®

Var star konstpedagogiken idag? Ett projekt som férséker besvara
den fragan dr den studie som gavs ut av Nordiska Akvarellmuseet
2009, Konsten som ldranderesurs. Syn pa lirande, pedagogiska strategier och
social inklusion pa nordiska konstmuseer, forfattad av Venke Aure, Helene
Hleris och Hans Ortegren.” I projektet har den pedagogiska verk-
samheten vid fem konstinstitutioner i Norden studerats: Kiasma
1 Helsingfors, Moderna Museet 1 Stockholm, Nasjonalmuseet
for kunst, arkitektur og design 1 Oslo, Nordiska Akvarellmuseet 1
Skarhamn samt Statens Museum for Kunst 1 K6penhamn. Forskarna
har kartlagt och kritiskt granskat den pedagogiska verksamhet som
bedrivs pd museerna samt hur museerna talar om pedagogik internt
och externt. Forfattarna gor en anvandbar distinktion mellan olika
former av konstpedagogiska strategier:

* Den konstorienterade, som ar fokuserad pa att formedla kunskap
om konsten, det vill siga pa upplysning/bildning ur ett sindar-
perspektiv. (Kan jamféras med vad Lindberg kallar uppfostrar-
hallningen.)
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the focus shifted to the undisturbed artistic experience, the way was open
for the charismatic approach. Today the pendulum has swung back again.

Lindberg’s categorization is dated because today education also
works with other strategies, such as asking critical questions of the work,
thematic shows, et cetera.’ The educational debate has focused increas-
ingly on dialogue. With her formulation of the concept of a ‘common im-
age’, which refers to mutual exchange of ideas on images, Lindberg moves
closer towards the dominant position in the current debate.’

Where is art education today? A project that tries to answer that
question is a study published by the Nordic Watercolour Museum in
2009, Konsten som liranderesurs: Syn pd lirande, pedagogiska strategier och
social inklusion pd nordiska konstmuseer [Art as a Learning Resource: The
Approach to Learning, Teaching Strategies and Social Inclusion in Nordic
Art Museums], by Venke Aure, Helene Illeris and Hans Ortegren.” The
researchers studied the educational activities in five art institutions in
the Nordic countries: Kiasma in Helsinki; Moderna Museet (Modern
Museum) in Stockholm; the National Museum of Art, Architecture and
Design in Oslo; the Nordic Watercolour Museum in Skidrhamn and the
National Gallery of Denmark in Copenhagen. The researchers identi-
fied and critically examined the educational activities of the museums
and their approach to teaching both within and outside the museum’s
walls. The authors make a useful distinction between different types of
art teaching strategies:

*  Art-oniented, which focuses on communicating knowledge about art,
L.e. enlightenment/education from a transmitter perspective (can be
compared with what Lindberg calls the educational approach);

*  Experience-oriented, geared towards entertaining the audience and giv-
ing them an experience, 1.e. focused on the recipient (can be com-
pared with what Lindberg calls the charismatic approach);

*  Relationship-oriented, aiming at better communication and participation
(can be compared with what Lindberg calls the common image).

An interesting finding in the survey is that the museums’ official policies
on art education do not always mirror reality. For example, museum rep-
resentatives tend to advocate relationship-oriented education, but in prac-



* Den upplevelseorienterade, som ar inriktad mot att underhalla ahor-
arna och ge dem en upplevelse, det vill sdga som utgér fran mot-
tagaren. (Kanjdmféras med vad Lindbergkallar den karismatiska
hallningen. )

* Den relationsorienterade som syftar till utvecklad kommunikation
och deltagande. (Kan jdmféras med vad Lindberg kallar den
gemensamma bilden. )

Ett intressant resultat av undersokningen &r att museernas officiella
deklarationer om konstpedagogik inte alltid stimmer 6verens med
praktiken. Det dr exempelvis vanligt att museiféretradare talar for
en relationsorienterad pedagogik, men nér det kommer till praktiken
ar den formen ett undantag, bland annat beroende pa att den ar
mer tids- och resurskrivande. Den bedrivs framst 1 enskilda projekt.
Forskarna har vidare noterat en diskrepans mellan museiledningens
ofta mer konstorienterade synsitt och pedagogernas ambition att
arbeta relationsorienterat. Pedagogik och tillgianglighet lyfts visser-
ligen fram som ett viktigt omrade 1 dokument och intervjuer, men
chefer och curatorer understryker att det inte far ske pa bekostnad
av konstens kvalitet och integritet. Om museerna vill na ut till andra
grupper dn de som redan &r 1 besittning av kulturellt kapital maste de
ge avkall pd konstens exklusivitet och férestillda autonomi, hivdar
Ortegren.® For att lyckas fa grupper som annars inte kommer till
museet att kdnna sig vilkomna och engagera sig maste mottagar-
gruppens sarskilda behov och intressen bemétas, skriver Illeris.? Pro-
jektet pavisar ocksd en annan intressant diskrepans, namligen den
mellan skolpersonalens och konstpedagogernas lirandesyn. Hos de
ldrare som bokar visningar finns en férvantan pa faktakunskaper,
medan pedagogerna inte vill ge fardiga svar utan snarare fa eleverna
att tinka sjdlva. Men en relationsorienterad pedagogik stdller ocksa
hogre krav pa publiken. Verkets mening forstas hir inte som nagot
som ligger forborgat 1 verket. Snarare ses mening som processuell,
nagot som uppstdr 1 dialogen, understryker Aure."

Studien visar att de undersokta museerna ger uttryck for en
larandesyn préiglad av en ambivalens mellan a ena sidan relations- och
kontextorienterade perspektiv, 4 andra sidan en mer konstorienterad
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tice this form 1s the exception, partly because it places greater constraints
on time and resources. It is used primarily in individual projects. The
researchers also noted a discrepancy between the museum management’s
often more art-oriented approach and educators’ desire to work in a more
relationship-oriented way. Education and access are highlighted as impor-
tant areas in the documents and interviews, but managers and curators
stress that this must not be at the expense of artistic quality and integrity.
If museums want to reach out to groups other than those which already
possess cultural capital, they must forsake art’s exclusivity and imagined
autonomy, argues Ortegren,® while Illeris maintains that if we are to man-
age to get groups that would not normally visit a museum to feel welcome
and involved, the target group’s specific needs and interests must be ad-
dressed.’ The project also reveals another interesting discrepancy, namely
that between the teaching approach of school staff and art educators. The
teachers who book the visits expect the emphasis to be placed on factual
knowledge, whereas art educators would rather help students think for
themselves than supply ready-made answers. But a relationship-oriented
type of education also places greater demands on the audience. Aure
emphasizes that the meaning of the work is not understood, here, as
something that lies hidden within it, but rather as something procedural
that occurs in the dialogue.'

The study shows that the museums surveyed reflect an educa-
tional approach that is characterized by ambivalence between, on the one
hand, the relational and context-oriented perspective and, on the other,
a more art-oriented approach from a transmission perspective. Where
research is carried out in these museums, it rarely focuses solely on art
education, even though education is often highlighted as a priority area.
The Nordic Watercolour Museum is the only museum to engage in re-
search in this field in the longer term. The report notes that education
research is fragmentary and unsystematic. Owing to a lack of research
structures, research depends on individual efforts. There is no institution
for or academic tradition of research in art education, despite some pio-
neering efforts.!



ldirandesyn med sdndarperspektiv. I den mén det férekommer forsk-
ning pa de undersokta museerna sa dr den endast undantagsvis
inriktad mot konstpedagogik, trots att pedagogiken ofta lyfts fram
som ett prioriterat omrade. Nordiska Akvarellmuseet dr det enda
av museerna som satsat mer langsiktigt pa forskning pa omradet.
Forskningen om pedagogik dr enligt rapporten fragmentarisk och
osystematisk. Eftersom forskningsstrukturer saknas ér forskningen
avhéngig enskilda personers insatser. Det finns ingen institution for,
eller akademisk tradition av, forskning om konstpedagogik, trots
plonjérinsatser.'!

KONSTMUSEET | EN FORANDERLIG OFFENTLIGHET

De forsta konstmuseerna hade sitt ursprung i kungliga eller furstliga
samlingar som varit féorbehdllna en mindre krets. Konsten 1 dessa
samlingar var skapad fér en bildad publik som kunde avkoda allego-
rierna och uppskatta verkens estetiska kvaliteter. Med franska revo-
lutionen och den republikanska regimens symboliska 6ppnande av
det kungliga palatset Louvren som konstmuseum 1793 kom konsten
andra samhallsskikt till del. Vem som helst kunde ta del av den. Men
kunde alla f6r den skull forsta den? 1800-talets karikatyrteckningar
driver med ménniskor som var obekanta med museets uppférande-
koder, inte kunde sin konsthistoria och lade mer vikt vid verkens
motiv dn framstdllningen av det."

Historiskt har konsten tjanat olika funktioner, inte minst som re-
ligiés och politisk propaganda, men den har ocksa haft didaktiska
funktioner. Med det fria konstlivets fodelse blev kulturen bade en
vara och ett medel for social distinktion. Eftersom de referensramar
som kravs for att forstd konst knappast férmedlas alls 1 skolan inne-
bér det att de delar av befolkningen som inte kommer fran kulturella
hem eller saknar hégre utbildning 1 praktiken stings ute fran kon-
sten. Nar konsten genom museerna gors till allman egendom uppstar
en paradoxal situation dar publiken férvisso dger konsten men inte
férmar tilligna sig den.
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ART IN A CHANGING PUBLIC REALM

The first art museums originated in royal or princely collections that were
reserved for a select few. The art in these collections was created for an
educated audience who were able to decode the allegories and appreci-
ate the aesthetic qualities of the works. With the French Revolution and
the republican regime’s symbolic opening of the Louvre royal palace as
a museum of art in 1793, art was opened up to other sections of society.
Anyone could be part of it. But did that mean that anyone could under-
stand it? The cartoons of the 19" century made fun of people who were
unfamiliar with the museum’s codes of conduct, did not know their art
history and put more emphasis on the inspiration behind the work than
on the way it was portrayed.'

Historically, art has served various functions, not least as religious
and political propaganda, but it has also had a didactic function. With
the birth of a free culture of art, culture became both a commodity and a
means of social distinction. Since the frames of reference that are needed
to understand art are often not provided at school, those sections of the
population that do not come from a cultural background or have missed
out on higher education are effectively locked out of art. When museums
bring art into the public domain a paradox arises: the public owns the art
but is unable to take cultural ownership of it.

The fact that museum visits are a class issue was shown in a 1960s
study by Pierre Bourdieu and Alain Darbel, and published in Lamour de
lart: Les musées d art européens et leur public (1969)."* Although the museum
does not set up any external obstacles there are, according to Bourdieu
and Darbel, a number of exclusive codes. One example is the presenta-
tion of aesthetic experience as being exclusive to a select few."* The au-
thors argue that museums maintain the status quo by expecting visitors to
have the previous knowledge that is needed to take ownership of art. The
upper classes and the educated are over-represented amongst museum
visitors, while the working class visit museums to a lesser extent and rural
populations hardly at all. This can be explained by the visitors’ Aabitus —
an individual’s attitudes and acquired patterns of behaviour as reflected
in lifestyle, tastes, values, and ways of seeing the world. Habitus both de-
pends on and reproduces relations of power, including class. According



Att museibesok dr en klassfrdga pavisades i den studie som Pierre
Bourdieu och Alain Darbel genomférde pa 1960-talet och som publi-
cerades 1 Lamour de ['art. Les musées d art européens et leur public (1969).1
Fastan museet inte sétter upp nagra yttre hinder finns det enligt Bour-
dieu och Darbel en rad uteslutande koder. Framstillningen av den
estetiska erfarenheten som néagot exklusivt, till for ett fatal utvalda,
ar ett exempel.'* Forfattarna havdar att museerna uppratthaller status
quo genom att forutsitta att besdkarna redan har den bildning som
krivs for att ta till sig konsten. Overklassen och de hégutbildade ar
overrepresenterade bland museibes6karna, medan arbetarklassen 1
mindre utstrackning besoker museer och landsbygdsbefolkningen
niastan inte alls. Forklaringen ar besokarnas Aabitus — en individs
handlingsdispositioner, inlirda handlingsménster som kommer till
uttryck 1 livsstil, smak, varderingar och sitt att se pa varlden. Habi-
tus dr bade beroende av och reproducerar maktrelationer, daribland
klass. Enligt Bourdieu och Darbel "talar konstverk for sig sjalva”
enbart till dem som redan besitter de estetiska koder som behovs for
att dechiffrera deras mysterier. Overklassens privilegierade forhal-
lande till kultur kan ses som legitimt eftersom endast de som exklu-
derar sig sjilva exkluderas. Men sjdlvexkluderingen ar ocksa den
mest effektiva. Nagonting gor att ménniskor av en viss social grupp
uppfattar att konsten inte tillhér dem. Arkitekturen, liksom koder
rérande beteende, bidrar av allt att doma till denna upplevelse av att
vara utesluten. Behov av kultur skiljer sig fran naturbehovet, papekar
forfattarna. Det finns inte dér fran fédseln. Intresset for konst maste
vickas och det sker genom uppfostran och utbildning.'®

For att forstd konst kravs sammanhang. Modernismens disso-
nanser, férvringningar, abstraktioner och provokationer var svar-
smalta fér gemene man, liksom dagens installationer och videoverk
kan vara det. Inte for att de 1 sig dr sa komplexa och svarbegripliga,
utan darfor att de bryter med den breda publikens konstbegrepp
och ofta konservativa smak. D4 som nu krdver denna splittring en
férmedlare, en roll som intagits av konstpedagogen. Behovet uppstar
da museihdngningen vanligen inte ger nagon vagledning uttver ele-
mentéra uppgifter om konstndr, titel, drtal och teknik.

Konstpedagogiken maste forstas 1 relation till konstmuseernas
publika uppdrag, innefattande inte bara samlande och visande av
konst utan ocksd formedling av densamma. I regleringsbrevet till
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to Bourdieu and Darbel, ‘art speaks for itself” only to those who already
possess the aesthetic codes needed to decipher its mysteries. The upper
classes’ privileged relationship with culture can be seen as legitimate be-
cause only those who exclude themselves are excluded. But self-exclusion
is also the most effective form of exclusion. Something makes people from
a particular social group think that art does not belong to them. It would
appear that architecture and codes of behaviour help to create this feeling
of being excluded. The authors point out that the need for culture differs
from the need for nature, as it is not present from birth. An interest in the
arts must be fostered and this is done through education and training."

Understanding art requires a context. Modernism’s dissonances, dis-
tortions, abstractions, and provocations were difficult to digest for the
average person, just as today’s installations and video works can be. Not
that they are so complex and arcane in themselves, but because they
break with the general public’s concept of art and often conservative taste.
Then, as now, this schism calls for an intermediary: a role taken up by the
art educator. The need for one arises when a display tends not to provide
any guidance other than the most basic information about the artist, title,
year, and technique.

Art education must be understood in relation to the art museum’s
public mission, which is not only to collect and display art but also to
communicate it. The steering documents of Moderna Museet state that
‘Moderna Museet’s objective is to collect, preserve, exhibit and communi-
cate 20" and 21*-century art of all kinds. They also states that Moderna
Museet shall ‘show how art relates to the development of society and art
from earlier periods.*® Of the Nationalmuseum it states:

The Institution is responsible for promoting the arts, interest in art and art history. The Institution
shall in particular show how older art forms relate to contemporary art and society and promote

artistic and cultural renewal.!’

Communication is also part of the main duty of municipal museums. But
how should it be done?



Moderna Museet star det: "Moderna museets uppgift ar att samla,
bevara, visa och formedla 1900- och 2000-talskonsten 1 alla dess
former”. Vidare star det att Moderna Museet ska "levandegora kon-
sten och dess samband med bade samhillets utveckling och dldre

konstformer”.!* Om Nationalmuseum sags:

Myndigheten har till uppgift att frimja konsten, konstintresset och konstvetenskapen. Myn-
digheten ska sarskilt levandegéra de dldre konstformerna och deras samband med den nu-

tida konsten och samhallets utveckling samt verka for konstnarlig och kulturell f6rnyelse.17

Foérmedling ingdr dven 1 de kommunala museernas uppdrag. Men
hur ska det genomféras?

DET MUSEALA UPPDRAGET

Museernas syn pa pedagogik grundar sig pa hur de definierar sitt
museala uppdrag i stort. I Ciwiliing Rituals. Inside Public Art Museums
(1995) urskiljer Carol Duncan tva ideal som ofta stitt i opposi-
tion mot varandra: det utbildande respektive det estetiska museet,
vilket dr ett annat sétt att begreppsliggora konflikten mellan att sétta
publiken eller konsten 1 centrum.'® Det utbildande museet erkdnner
avstandet mellan konsten och publiken och stravar efter att Gver-
brygga det genom instruktion. Dar dr publikens lirande huvudsa-
ken, varfor dessa museer tenderar att anvinda konsten pa ett mer
instrumentellt sitt. I det estetiska museet ses konstverket istéllet som
ett sjalvtillrackligt original vars estetiska kvalitet &r omedelbart till-
ganglig for alla och envar, varfor all extra information anses vara
overflodig. Inget bor stéra den rena konstupplevelsen. Dérfoér kon-
strueras utstdllningsrummen som avskalade, neutrala rum med vita
viaggar och vil tilltaget avstdnd mellan verken 1 syfte att understodja
kontemplationen av det autonoma verket. Oversatt till museipeda-
gogiska termer kan vi tala om en konst- respektive upplevelseoriente-
rad konstpedagogik. Terrangen ar mer komplex men begreppen kan
anda anvindas som tva strukturerande poler, vilket ocksa gors av
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THE MUSEUM’S MISSION

The approach that museums take to education is based on their vision
of the museum’s mission in general. In Ciwilizing Rituals: Inside Public Art
Museums (1995), Garol Duncan distinguishes two ideals that have of-
ten stood in opposition to each other: the educational museum and the
aesthetic museum, which is another way of conceptualizing the conflict
between focusing on the public or on the art."* The educational museum
recognizes the distance between art and the public and seeks to overcome
it through education. Educating the public is paramount here, which is
why these museums tend to use art in a more instrumental way. Con-
versely, the aesthetic museum sees the artwork as a self-sufficient original
whose aesthetic quality is immediately accessible to absolutely everyone;
any additional information is deemed to be superfluous. Nothing should
interfere with the pure experience of art. Consequently, exhibition spaces
are designed as neutral, bar rooms with white walls and ample distance
between the works in order to facilitate contemplation of the autono-
mous work. In museum education terminology, this translates into an
art-oriented and an experience-oriented approach to art education. The
terrain is somewhat more complex but the concepts can still be used as
two structuring poles, as do several of the scholars I refer to below. In
recent years, these two views have been challenged by a more relational,
participatory pedagogy.

The debate may give the impression that art museums have gradually
been becoming aware of their public responsibilities, a process that has
involved moving on from the previous art-centred focus to today’s critical
canonical perspective based on gender and ethnicity, with thematic dis-
plays and an emphasis on accessibility. But this is no linear development.
A closer study of museum history shows that the aesthetic museum is a
relatively late invention. The museums of the 19" century focused more
closely on education than did those of the 20" century.

Officially charged with representing the nation’s cultural history,
19" century art museums were given prominent places in the capitals
of Europe, with grand architecture often inspired by antiquity. Duncan
describes the Louvre as a new ceremonial space that not only redefined
visitors’ political identity but also ascribed new meaning to the items on



flera av de forskare jag refererar till ldngre fram. Som tidigare patalats
har dessa tva synsitt pa senare ar utmanats av en mer relations- och
deltagarorienterad pedagogik.

Av debatten kan man fi intrycket att konstmuseerna genomgatt
en process av medvetandegoring kring sitt publika ansvar, fran att
konsten tidigare statt 1 fokus till dagens kritiska perspektiv pa kanon
utifran genus- och etnicitetsaspekter med tematiska hingningar och
betoning av tillgidnglighet. Men utvecklingen ar inte linjar. Ett nar-
mare studium av museernas historia visar att det estetiska museet ar
en relativt sen uppfinning. 1800-talets museer hade ett starkare fokus
pa utbildning dn 1900-talets.

Med den tillskrivna uppgiften att representera nationens kultur-
historia gavs 1800-talets konstmuseer framtrddande platser 1 Euro-
pas huvudstader, med imposant arkitektur som ofta anspelade pa
antiken. Duncan beskriver Louvren som ett nytt ceremoniellt rum
som inte bara omdefinierade bestkarnas politiska identitet utan
ocksa tillskrev de objekt som visades ny mening. Samlingen orga-
niserades enligt ett nytt system for att visa pd utveckling och skolor.
Upprittandet av en konsthistoria skedde parallellt med museernas
framvixt under 1800-talet.” Samtidigt knots denna konsthistoria till
en berdttelse om den franska nationen och folkets frigorelse. Inom
aristokratin hade man odlat den goda smaken som klass- och status-
markor. I motsats till detta tilltalade konstmuseet sina besokare som
medborgare av bourgeoisien, vilka tridde in 1 museet pa jakt efter
upplysning och njutning.?

I The Birth of the Museum. History, Theory, Politics (1995) stéller Tony
Bennett museets ursprung i férbindelse med tidens "ldgre” néjen
som marknader, nojesfilt och véarldsutstillningar.?! Han hévdar
att museet uppstod ur dessa praktiker lika mycket som ur furstliga
palats. Med det i atanke bor 1800-talets museer liknas vid folkndjen
snarare an tempel for estetisk kontemplation. Stora publikskaror tog
sig dit, ofta utan kunskap om konsten.**

Under 1800-talet dominerade tanken att museets férsta uppdrag
ar att fostra besdkarna moraliskt, socialt och politiskt. I det viktori-
anska Englands industristader vaxte ett fattigt proletariat fram med
social oro som foljd och tanken pa museet som en institution for
social kontroll och utbildning slog rot. Mot museet projicerades poli-
tiska idéer, farhdgor och férhoppningar.”® Manga av 1800-talets nya
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display. The collection was organized according to a new system with an
eye to development and schools. Art history was established as a sub-
ject in parallel with the expansion of museums in the 19 century.’ At
the same time, this art history was dovetailed with a narrative about the
French nation and the liberation of the French people. The aristocracy
had cultivated good taste as a marker of class and status. In contrast, the
art museum addressed its visitors as citizens of the bourgeoisie, who came
to the museum in search of enlightenment and enjoyment.?’

In The Birth of the Museum.: History, Theory, Politics (1995), Tony Bennett
links the origins of the museum to the ‘lower’ pleasures of the time such
as markets, funfairs and world exhibitions.?! He argues that the museum
was born of these just as much as of royal palaces. With that in mind,
19-century museums should be likened to public entertainment rather
than temples of aesthetic contemplation. Large crowds would visit them,
often without any knowledge of art.?*

With democratization and a growing labour movement in many
countries, museums also began to target the working class. In Sweden
in particular, the public education movement was strong during the 20*
century. Working with adult-education institutes, art museums took it
upon themselves to bring art to the people and develop the public’s taste.
"Today, the educational movement has declined in importance and the mu-
seum has become a mix of commercial establishment, experience centre,
training centre and meeting place. But the belief in the positive impact of
art on citizens lives on, although today this tends to be discussed in terms
of democracy rather than improving the mind.

The 19" century was dominated by the idea that a museum’s prin-
cipal task was to educate visitors morally, socially, and politically. The
industrial cities of Victorian England saw the emergence of an impov-
erished proletariat leading to social unrest; as a result, the idea of the
museum as an institution for social control and education took hold.
Political ideas, hopes, and fears were projected onto museums.?® Many of
the new museums of the 19" century put arts and crafts together, as did
the influential South Kensington Museum (now the Victoria and Albert
Museum) in London, which opened in 1857 under its director, Henry
Cole (1808-1882), who was also deeply committed to educational is-
sues. South Kensington Museum was administered by the Department of
Education and was charged with serving a wide audience®* At the time,
the distinction between art and popular culture was not as strong as it was



museer blandade konst och konsthantverk, exempelvis det inflytel-
serika South Kensington Museum (nuvarande Victoria and Albert
Museum) 1 London som 6ppnade 1857 med Henry Cole (1808-
1882) som direktor — for 6vrigt starkt engagerad 1 pedagogiska fragor.
South Kensington Museum administrerade under utbildningsbyrin
och hade i uppdrag att tjina en bred publik.2* Atskillnaden mellan
konst och popularkultur var inte lika stark da som senare. Att sudda
ut gransen mellan konst och hantverk var en medveten agenda 1 Arts
and Crafts-rérelsen, dir estetiska varden skulle integreras 1 den var-
dagliga miljon och arbetet. Under 1800-talet samlade museerna inte
bara originalverk utan dven gipser som anvindes 1 pedagogiskt syfte
for att symboliskt demonstrera hur den samtida konsten vilade pa
antiken. Gipser, kopior och reproduktioner anvandes ocksa 1 studies-
yfte. Under seklets sista decennier 6kade betoningen pa konst och
originalverk. Museerna borjade betrakta konst som bdrare av and-
liga kvaliteter.>> Konsten sarskiljdes fran sin historiska kontext och
placerades 1 avskalade rum for estetisk kontemplation. Autenticitet
sattes 1 férgrunden. Denna kult av originalet innebar ett skifte 1 den
museala praktiken, 1 vad man samlade, hur man visade samlingen
och hur man definierade konst.?® Kopior anvindes fortséttningsvis
endast for utbildning av konstnérer.?”

Med demokratiseringen och en vixande arbetarrorelse 1 ménga
linder bérjade museerna dven att rikta sig till arbetarklassen. Inte
minst 1 Sverige har folkbildningsrérelsen varit stark under 1900-talet.
Konstmuseer tog pa sig uppgiften att 1 samverkan med studiefor-
bund féra ut konsten till folket och utveckla medborgarnas smak.
Idag har bildningsrérelsen minskat i betydelse och museet férvand-
lats till en blandning av kommersiell inrittning, upplevelsecentrum,
utbildningscentrum och métesplats. Men tron pa konstens positiva
inverkan pa medborgarna lever kvar, dven om den idag kommer till
uttryck 1 formuleringar om demokrati snarare an féradlat sinne.

Under senare ar har den estetiska museihidngningen komplet-
terats av curerade, tematiska iscensittningar. I dessa sammanhang
far konsten en ny funktion som kan vara bade instrumentell och
kritisk men séllan intresselds, 1 Kantiansk mening, som 1 det estetiska
konstbegreppet.?® Samlingarnas foremal anses inte ldngre kunna tala
for sig sjilva och 1 kraft av sin unicitet bira en berittelse. Museer-
nas uppgift forestélls inte enbart vara att bevara och visa en mangd
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to become. Blurring the boundaries between art and craft was a deliberate
agenda of the Arts and Crafts movement, which wanted aesthetic values to
be integrated into the everyday environment and the workplace. During
the 19* century, museums not only collected original works but also plas-
ter casts that were used for educational purposes to symbolically dem-
onstrate how contemporary art was underpinned by the ancient world.
Plaster casts, copies, and reproductions were also used for study. During
the last decades of the century, the emphasis shifted to art and original
works. Museums began to regard art as the bearer of spiritual qualities.?
Art was divorced from its historical context and placed in a bare room for
aesthetic contemplation with the focus on authenticity. This cult of the
original was a shift in museum practice in terms of what was collected,
how the collection was displayed, and how art was defined.?® Copies were
still in use but only for training artists.” In recent years, aesthetic displays
have been accompanied by curated, thematic staging. In this context,
art acquires a new feature which may be both instrumental and critical
but rarely ‘without interest’, in the Kantian sense, as with the aesthetic
concept of art.?® The objects in the collection are no longer deemed to be
able to speak for themselves and tell a story by virtue of their uniqueness.
The task of the museum is not seen as merely preserving and displaying
a variety of objects but also to stimulate debate. The democratization of
the museum is part of a larger social transformation. In recent decades,
the field of museum studies has seen strong criticism of the traditional,
Western museum for its Eurocentric approach and patriarchal structure.
But it is mainly external factors, such as policy directives and financial
considerations, that have forced these museums to re-prioritize. Museums
have become dependent on attracting large audiences in order to obtain
admission revenue and attract sponsors. Blockbuster exhibitions have
thus become a permanent feature of major museums, which in turn calls
for a greater effort on the educational side. In order to reach out to new
groups, museums need to develop new strategies. As a result, education,
information, marketing, websites, seminars and lectures have come to
play an increasingly important role in their work. The museum’s mission
has expanded.



féremal utan ocksa att vicka debatt. Demokratiseringen av museet
ar en del av en storre samhillsomvandling. P4 det museologiska fal-
tet har krittken mot det traditionella, visterlandska museet, for dess
eurocentrism och patriarkala struktur, varit stark de senaste decen-
nierna. Men det ar framst yttre faktorer, som politiska direktiv och
ckonomiska villkor, som tvingat fram en omprioritering. Museerna
har blivit beroende av att locka en stor publik for att fa entréintékter
och dra till sig sponsorer. Blockbusterutstéllningar har darfér blivit
ett stdende inslag pa de storre museerna, vilket 1 sin tur krdver mer
pedagogiska insatser. For att nd ut till nya grupper maste museerna
utveckla nya strategier. Pedagogik, information, marknadsféring,
webbplatser, seminarier och foreldsningar har som en 6ljd av detta
kommit att spela en allt viktigare roll 1 verksamheten. Museets upp-
drag har vidgats.

UTOPISKA FORVANTNINGAR

Varfor bryr vi oss da om att alla ska ga pa museer nir vi inte gor
det om exempelvis sportevenemang? Enligt Andrew McClellan
ar det for att vi fortfarande har utopiska férvantningar pa muse-
ets och konstens roll i samhillet, som han skriver 1 The Art Museum
Jfrom Boullée to Bilbao (2008).* Men den borgarklass som bar upp den
nationella offentlighet som fran slutet av 1700-talet utgjorde grun-
den f6r konstkulturen ar 1 dag inte vad den en gang var** Om det
moderna museet under 1800-talet koncipierades som en manifesta-
tion av borgarklassens sjdlvmedvetande sa riktar sig museet idag
till en mindre homogen grupp med avseende pa klasstillhorighet,
nationalitet, kulturell och etnisk hiarkomst, bildning et cetera. Trots
denna ambition dominerar den utbildade medelklassen fortfarande
konstmuseernas publik. Men samtidigt som medelklassen vuxit, och
darmed okat publikunderlaget f6r museerna, har nya underpositio-
ner framtritt, inte minst 1 storstidernas invandrartita fororter dar
manga manniskor inte deltar i den offentliga kulturen. En av museets
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UTOPIAN EXPECTATIONS

Why then do we care about everyone visiting museums when the same
is not true for, for example, sporting events? According to Andrew Mc-
Clellan in The Art Museum from Boullée to Bilbao (2008), it is because we still
have utopian expectations of the museum and the role of art in society.?®
But the bourgeoisie, which promoted the national public sphere that from
the late 18" century on formed the basis for the culture of art, is not what
it once was.* If the modern museum of the 19" century was conceived
as a manifestation of bourgeois self-consciousness, the museum of today
targets a less homogeneous group in terms of social class, nationality, cul-
tural and ethnic background, education, et cetera. Despite this ambition,
the audience of the art museum is still dominated by the educated middle
class. But while the middle class has grown, thus widening the audience
base for museums, new subclasses have emerged, particularly in large
urban immigrant neighbourhoods where many people do not take part
in public culture. One of the museum’s challenges today is to reach out to
these groups. The museum’s relationship to the public domain raises the
question of whose story to tell, who is to represent and be represented.
Here, museums have a responsibility to extend their field of vision. De-
spite significant demographic changes in many Western countries the mu-
seums have changed very little. Major ethnic groups are conspicuously
absent from the galleries, whether as artists or audience.

In recent decades museums have shifted their focus from art back
to the public, but not back to the 19*-century view that museums had
of the public as embodying the general citizenry of the nation. Given
that the perspective today is more receiver-oriented, museums need to
differentiate their view of the audience. The goal is partly to attract
new groups to the museum and partly to establish a dialogue with them
and get them more involved. In order to do this, museums have to re-
think a number of areas. From this perspective, art no longer has any
natural authority in itself, but only to the extent that it can be made
relevant to people. Audience research has thus become an increasingly
important tool for measuring visitor experience and what they get out
of the museum. Few people today believe that art is able to speak of its
own accord across all cultural barriers. The lack of contexts in which



utmaningar idag bestar i att nd dessa grupper. Museets relation till all-
manheten ber6r frigan om vems historia som ska berittas, vem som
ska representera och representeras. Har har museerna ett ansvar att
vidga sitt synfélt. Trots stora demografiska férandringar i méanga av
vistlinderna har museerna dndrats valdigt lite. Stora etniska grupper
lyser med sin franvaro i salarna, bade bland konstverkens upphovs-
mén och 1 publiken.

Under de sista decennierna har det skett en férskjutning av fokus
1 museernas verksamhet fran konsten tillbaka till publiken, men inte
tillbaka till 1800-talsmuseernas bild av publiken som en allmédnhet av
medborgare 1 nationen. Eftersom perspektivet idag dr mer mottagar-
orienterat maste museerna differentiera sin bild av publiken. Malet
ar dels att fa nya grupper att komma till museet, dels att uppritta en
dialog med dem och fa dem att bli mer delaktiga. For att detta ska bli
mojligt maste museerna tinka om pa en rad omraden. Utifran detta
perspektiv har konsten inte langre ndgon sjilvklar auktoritet 1 sig,
utan endast 1 den man den kan goras relevant for méanniskor. Med
denna utveckling har publikundersékningar blivit ett allt viktigare
mstrument fOr att mita besdkarnas upplevelse och vad de far med
sig frdn museet. Fa tror idag att konsten férmar tala av egen kraft
over alla kulturella barridrer. Avsaknad av sammanhang att placera
in konsten 1 gor att man riskerar att ga miste om viasentliga upplevel-
ser, kunskaper och perspektiv.

Forvandlingen fran furstliga samlingar till publika museer vickte
fragan om museets relation till publiken. Redan 1909 skrev Benjamin
Ives Gilman (1852-1933), sekreterare vid Boston Museum of Fine
Arts: "The problem of the present is the democratization of muse-
ums: how they may help to give all men share in the life of the ima-
gination.”®! Hur det ska ske har det ratt skiftande uppfattningar om.
Offentliggdrandet av kungliga eller furstliga samlingar var inte okom-
plicerat. Representanter f6r museerna fragade sig oroligt vad denna
overexponering for konst skulle leda till och hur man skulle hantera
den ovana publikens opassande beteende. Initialt gjordes mycket lite
for att hjdlpa besokarna att orientera sig, men under 1800-talets gang
blev undervisning en allt viktigare prioritet f6r museerna. Vixande
samlingar gjorde det svarare att 6verblicka och ta till sig konsten. Det
hdjdes roster for tydligare hangning, urval och klassificeringssystem.
Men det skapades ocksa pedagogiska program.®?
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to place art creates a risk of missing out on essential experiences, skills
and perspectives.

The shift from princely collections to public museums raised the
question of the museum’s relationship to its audience. As early as 1909
the secretary of the Boston Museum of Fine Arts, Benjamin Ives Gilman
(1852-1933), wrote: “The problem of the present is the democratization
of museums: how they may help to give all men a share in the life of the
imagination.®! There have been differing views on how this should hap-
pen. Opening up the royal or princely collections to the public was not a
straightforward exercise. Museum representatives wondered anxiously
what this overexposure to the arts would lead to and how to deal with the
unfamiliar audience’s inappropriate behaviour. Initially little was done to
help visitors find their way around, but during the 19" century education
became an increasingly important priority for museums. The expanding
collections made it more difficult to gain an overview of art and appreci-
ate it. There were calls for clearer displays, selection and classification
systems. But educational programmes were also launched.*?

As a public arena for entertainment, education, and criticism, the
museum also became a social meeting place where the needs of different
social classes clashed. In more than one sense, art museums and edu-
cation were intertwined. The traditional copying, that art students had
practised for centuries, moved into the galleries of the museums and art
academies were built next to them. With the breakthrough of the avant-
garde, copying ceased and the artist’s close relationship with the museum
was broken.*® Writing from an American standpoint in 1908, Benjamin
Richard Andrews concluded in Museums of Education: Their History and Use:

The obvious work of the museum is to provide objects for public inspection; but since it deals
with objects which as knowledge are often ambiguous and on a lower level of elaboration than
printed books, its staff must include scientists able to put meanings upon objects, arrange them

in orderly system for observation, and write systematic accounts of them.*

As a spokesman for the educational museum, Andrews stressed the need
for instruction in order to make the works understandable. But he also
saw the potential for using them in teaching at different levels and there-
fore advocated that museums should be more closely linked to schools
and universities.



Som en offentlig arena for noje, utbildning och kritik blev museet
ocksa en social motesplats dar behoven hos olika sociala skikt brots
mot varandra. I fler 4n en bemirkelse var konstmuseer och utbild-
ning sammantvinnade. Det traditionella kopieringsférfarandet, som
konststudenter utovat 1 arhundraden, flyttade in 1 museisalarna och
konstakademier byggdes 1 anslutning till museerna. Med avantgar-
dets genombrott upphdrde kopierandet och konstndrernas nira rela-
tion till museerna brots.** 1908 skrev Benjamin Richard Andrews
1 Museums Of Education. Their History And Use utifrén en amerikansk
horisont:

The obvious work of the museum is to provide objects for public inspection; but since it
deals with objects which as knowledge are often ambiguous and on a lower level of elabora-
tion than printed books, its staff must include scientists able to put meanings upon objects,

arrange them in orderly system for observation, and write systematic accounts of them 34

Som talesman for det utbildande museet betonade Andrews néd-
vandigheten av instruktion for att gora féremalen begripliga. Men
han sag ocksa en potential att anvinda dem 1 undervisning pa olika
nivder och féresprakade darfor att museerna skulle knytas narmare
till skolor och universitet.

1930-talet innebar en férnyelse och utvidgning av de pedago-
giska programmen 1 USA. Depressionen var ocksd en tid av sociala
program i det amerikanska samhallet i stort. I The Museum and the
Community (1932) argumenterade Paul Rea for att museerna skulle
erbjuda béttre service till besdkarna som kompensation fér de skatte-
medel de mottog.* Philip Youtz (1895-1972), direktor f6r Brooklyn
Museum of Art, ansag att konst maste studeras 1 relation till ett sam-
manhang och inte kan forstds utan sociologiska, ekonomiska och
socialhistoriska perspektiv — en uppfattning som ett par decennier
senare skulle bli illegitim.?* Anledningen till att museipedagogiken
misslyckats var enligt Youtz att den gjort konsten till en idol. Men,
som McClellan papekar, gick tendensen 1 tiden 1 riktning mot este-
ticism och konst f6r konstens egen skull och Youtz fick ringa gehor
for sina idéer.”’
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The 1930s saw a renewal and extension of these educational pro-
grammes in the United States. The Depression was also a time of social
programmes in American society at large. In The Museum and the Community
(1932), Paul Rea argued that museums should offer better service to
their visitors so as to compensate for the tax money they received.* The
director of the Brooklyn Museum of Art, Philip Youtz (1895-1972), be-
lieved that art has to be studied in relation to a context and cannot be un-
derstood in isolation from its sociological, economic and social-historical
perspectives — an idea that would lose its legitimacy a few decades later.*
The reason why museum education failed was, according to Youtz, that
it idolized art. But, as McClellan points out, the trend of the time was
towards aestheticism and ‘art for art’s sake’ and Youtz received scant hear-
ing for his ideas.”

MODERNISM’'S AESTHETIC IDEALS

Art before modernism remained largely true to traditional forms and
ideals of beauty and harmony. It was not difficult to grasp what the im-
age depicted. However, interpreting the image in terms of its symbols re-
quired a knowledge that the picture did not provide. During modernism,
many artists started to experiment with form. Within a decade or so after
the first cubist works of Pablo Picasso in 1907, the criteria had changed.
The new art was seldomly incomprehensible, even if movements such
as Surrealism were attracted to the irrational. Modernist art was created
out of clear ideas and ideals, often expressed in polemical manifestos. But
for an audience with very different aesthetic ideals, it was shocking.*® As
Lindberg says, the modernist avant-garde widened the gap between artist
and audience, thereby increasing the need for art education.?” Over time,
a modernist aesthetic theory emerged in which pure form was described
as the very essence of the work. An aesthetic appreciation of art’s pure
relationships of colour and form should be encouraged; this took place
in a type of space that became known as the ‘white cube’, which is both
a physical and a mental construction. Based on this concept of art, the
educator’s natural role becomes one of discretely steering the audience



MODERNISMENS ESTETISKA IDEAL

Fére modernismen holl sig konsten 1 stora drag till traditionella for-
mer och ideal om skénhet och harmoni. Det var ingen svarighet att
avldsa vad bilden forestéllde. For att ddremot tolka det avbildade som
symboler krivdes en kunskap som bilden inte tillhandahéll. Under
modernismen bérjade ménga konstnirer experimentera med formen.
Inom ndgot decennium efter Pablo Picassos forsta kubistiska verk
1907 byttes kriterierna ut. Den nya konsten var sillan obegriplig,
dven om rorelser som surrealismen lockades av det irrationella. Den
modernistiska konsten skapades utifran tydliga ideal och idéer, garna
formulerade 1 polemiska manifest. Men f6r en publik med helt andra
estetiska ideal var den chockerande.®® Som Lindberg skriver vidgade
det modernistiska avantgardet klyftan mellan konstndren och publi-
ken och 6kade dirmed behovet av konstpedagogik.®* Med tiden ut-
vecklades en modernistisk estetisk teori inom vilken den rena formen
beskrevs som konstverkets frilagda essens. Den estetiska uppskatt-
ningen av konstens rena firg- och formrelationer skulle uppmuntras,
vilket skedde genom den typ av rum som blivit kant som ”den vita ku-
ben”, som dr en fysisk men ocksa mental konstruktion. Utifran detta
konstbegrepp blir pedagogens naturliga roll att diskret leda publiken
fram tll egna upplevelser, utan att tvinga pa besékarna sin tolkning.
Efter andra varldskriget kom modernismen att forbindas med
frihetsvarden, 1 motsats till Nazitysklands neoklassicism och Sovjet-
unionens socialistiska realism.** Da de flesta amerikanska politiska
foretradare var misstinksamma mot den europeiska modernismen
och foredrog forestillande konst, som de upplevde lattare kunde
kopplas samman med amerikanska virden och traditioner, sa betrak-
tades modern konst under kalla krigets era av en del politiska foretra-
dare som en bédrare av frihet. Den moderna konsten blev en symbol
for de frihetsvirden som forsvarades i vist i motsats till i Ostblocket.
Abstrakt vasterldndsk konst framtradde som apolitisk, 1 motsats till
den socialistiska realism som férsvarades av Sovjetunionen. I sjilva
verket var manga av de modernistiska konstndrerna politiskt enga-
gerade pa vinsterkanten.*’ Men genom att fokusera pa konstnarlig
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towards its own experiences, without forcing his own mnterpretation on
the visitors.

After World War II modernism began to be linked with values of
freedom, as opposed to the neoclassicism of Nazi Germany and the Soviet
Union’s socialist realism.** Whereas most elected American officials were
suspicious of European modernism and preferred representational art,
which they felt could more easily be connected with American values and
traditions, modernist art in the Cold War era was viewed by certain of-
ficials to be a bearer of freedom. Modern art became a symbol of the liber-
ties embraced in the West in contrast to the restraints of the Eastern bloc.
Abstract Western art was advanced as apolitical, in contrast to socialist
realist works promoted by the Soviet Union. In fact, many modernist art-
ists were politically committed leftists. However, with the focus on artistic
freedom of expression, even they could be segued into further discussions
of political freedom.*!

The abstract and formal qualities of art were theorized by the former
Trotskyist, Clement Greenberg, one of the leading art critics of the time.
Art should be shown without any explanatory instructions, especially of
the sociological kind. The ascetic displays put the aesthetic quality of art
firmly in the centre from the 1930s and onwards, especially after World
War II. Museums tended to target art historians and other specialists
rather than the masses. During the same period visitor numbers fell sig-
nificantly, according to McClellan.*

The term ‘white cube’ was coined by the artist and art theorist Brian
O’Doherty in his essay Inside the White Cube: The ideology of the Gallery Space
(1976), to single out a type of display of which he was very critical him-
self.** O’Doherty defines the white cube as a physical construction that
aims to eliminate everything from the work that might impinge on the
fact that it is art, which means that art is cut off from its social and political
context. It thus forms the basis for modernist art ideology and the notion
of the autonomy of art. O’Doherty also sees it as being connected with
the art market’s need to idolize art. He wants to go beyond the borders
of modernism and the white cube to open art up to a physical space and
a social reality.

Alfred H. Barr, Jr. (1902-1981), who was the director of the Museum
of Modern Art in New York City 1929-1943, is often cited as an exponent
or even the originator of the white cube. In Spaces of Experience: Art Gallery
Interiors from 1