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Modelling as a Foundation for Creativity. The overall setting around this investigation is the writing of a PhD thesis ‘To see the visually
controlled’ (Frisch, 2010), where my aim was to document, describe, analyse, compare and theorise formal (teacher-initiated) and informal
Wwing processes, among 9-12-year-olds. The modernist narrative in
g among children is uncreative. My investigation shows how creative

AK

Nar tilskueren tegner - Minnehandlinger
og formidling av sensitive emner i det
21. arhundre. Etter 2. verdenskrig har
vitnebeskrivelser og fotografier dominert
spredningen av kunnskap om holocaust.
Bakgrunnen for artikkelen er utfordringer
rundt formidling av disse hendelsene i
var tid. Innledningsvis poengteres viktig-
heten av & opprettholde formidling av
holocaust. Teksten henter eksempler fra
resepsjonsteori, og etterspgr nye mater a
fremme tilskuerens aktive engasjement.
Den historiske bakgrunnen forklares.
Gjennom en seridwaggkshoper utpraves
en fenomenologis, g&rming gjennom
tegning for & mifines dfre av holocaust.
Tre eksempler kshopene viser
ulike deltakeres tilnaerming, samt mulige
utfordringer. Resultater av workshopene,
observasjoner og tilbakemeldinger dis-
kuteres underveis. Artikkelen vil ta opp
utfordringer ved prosjektet og mulige
feilkilder man kan stgte pa. Observasjoner
av og tilbakemeldinger fra deltakerne i
workshopene ser ut til & bekrefte at en
innpakket stein med et nummer fungerte
forlasende for flertallet fra posisjonen som
passiv betrakter til aktiv, etterforskende
tegner. Les mer pa side 38.

(children-initiated) visually controlled drawings, also called modelli

art education presented by Wilson (2004) claims that modelling in dra
processes can be detected by using Vygotsky's creativity theory and Kaufmyann and Beghetto’s (2009) 4¢ creativity model within a sociocultural
theoretical tradition. The acts of creative processes done by moving mgdelled elements in a drawing around has not been thoroughly seen
attempt to shed light on these processes often found when looking at
children’s informal drawing processes. The importance of these ‘shifting-around’ processes are not always regarded as valuable and related
to both modelling and creativity. The relation between modelling in drawing and creativity as part of children’s drawing learning is explored in
this article. Continue reading on page 15.

as a central strategy in children’s drawing processes. This article i

Begynnaropplaering i teikning - ein analyse av teiknemetodar. Artikkelen har begynnar-
oppleering i teikning som tema. Ved & studere fagstoff om teikneoppleering nytta ved norske
grunnskuleleerarutdanningar, utviklar dennegfeksten tre ulike teoretiske kategoriar som skildrar
teiknemetodiske tilnsermingar. Kategoriane er form
og omgrepa analytiske og syntetiske tilnzermin
posisjonar. | tillegg blir omgrepet progresjo
kjem fram. Bidraget er meint & vere ein forsiktig start pa a utvikle ei teikneteoretisk plattform til

ed stotte fré lese- og skriveopplaeringsfeltet
»samt kunnskapsteoretiske og leeringsteoretiske
Iph Tyler (1948) nytta for & utdjupe det som

stgtte for dei institusjonane som utdannar leerarar for dei minste i skulen. Les mer pa side 10.

Drawing as Performance - The Greenroom: A New Perspective on Empowerment through Education. The objective of the present

article is to re-work and radically reframe a case study on drawj
early autumn of 2017. The case study was experimental - inv

resented at the E&PDE conference, hosted by OsloMet in the
ing a §rawer, a furniture designer, an MA student (at the time) and an

anthropologist. The present article ventures to draw certain legrning gutcomes from the experiment. These are presently relevant in

the context of the heritage of a drawing school founded in 1818 a
the Oslo National Academy of the Arts (KHiO). The focus is o

in the wake of the current activities in artistic research (AR) at
e educational aspects of ‘doing research’. The article queries the

relation between drawing, writing and field research in the history of the school and currently in AR. Continue reading on page 44.

Hvordan gke bevisstheten om den ferspraklige
dimensjonen av det kroppslige naervaeretitegning?
I tillegg til dialogen som organismen fgrer med den
ytre verden ved hjelp sansene, finnes det under
tegneprosessen en uartikulert farspraklig kobling
mot de stimuli, som kommer fra den «ikke synlige»
indre fornemmende kroppen. Forskningsspgrsmalet
jeg harvalgt & arbeide med i artikkelen er: Hvordan
oke bevisstheten om d praklige dimensjonen
av det kroppslige neer; \tegning? Dette under-
sgkes i dialog med Merleali-Ponty sin tenkning
rundt kroppsfenomenologj¢#Derrida sitt syn pa teg-
neren som blind, psykolog Stern sin tenkning om
vitalitetsaffekt. Likeledes inspirasjon fra forskere
som Petitmengin med sin mikrofenomenologiske
metode, Berger sin pedagogiske tenkning og studier
av kroppens rolle i vitenskapelig forskning og ulike
forfattere innen kroppskognisjonsteori som frem-
hever betydningen av det fgrspraklige i tenkning.
Forskningsspgrsmalet vil ogsa bli belyst ut fra min
erfaring som kunstner og som tegnelaerer pa Institutt
for landskapstegning ved NMBU. Les mer pa side 23.

Experimental Psychology and Visual Artwork: Notes from the Laboratory.
This article explores ways in which modern experimental psychology can
provide information about aspects ofghejprocesses involved in the creation
of visual art. Many areas of resegfch ih the fields of neuroscience and
cognitive neuropsychology yield tion that can be used to develop
techniques to benefit the production of arf. Several phenomena are discussed
to provide a comprehensive perspective on the psychological, behavioural
and physiological processes that influence the creation of artwork. Continue
reading on page 19.

Striper - setti lys av Schillers ideer om menneskets grunn-drifter i form. Striper blir
i denne studien undersgkt gjennom Friedrich Schillers konsepter om menneskets tre
grunndrifter i form; formdrift, stoffdrift og lekedrift. Schillers teoretiske begreper brukes til
a fokusere pa forskning om form i forhold til menneskets trang til, og enske om, & forme.
r som er materialisert pa ulike méater i kunst
avise eksempler pa sammenbindende
, striper og materialitet, trafikale striper,
striper, romskapende striper, striper som
optiske illusjoner, organiske striper, hybride striper og likeverdige striper. Studien viser
sammenheng fra estetisk praksis til mgnsterdannelser i kvalitative forskningsmetoder.
Studien viser hvordan Schillers begreper kan veere relevante for & skape gkt forstaelse

Gjennom a vise konkrete eksempler av strj
og design blir striper utvidet som typolggi
striper, monomane striper, striper som f{dsaks
markerende striper, merkevare-striper, fl

for verdien av estetiske undersgkelser. Les mer pa side 29.

Participation in Hybrid Sketching. In the age of
digitalisation, the role of the sketch has taken new
forms, but it still works as a mediator between people
who work to create something together. There is,
however, a lack of knowledge about how the sketch
can be used as a strategy to increase participation
and collaboration in creative processes. Participation
in various types of skgtchingjwas explored through
a case study with a particjfatory design approach
in a public art project for A health centre. The study
demonstrated how hybrid materialisations of a sketch
have value as a communicative medium. Essential
concepts emerged from collaborative learning in
fieldwork that created shared understanding based
on drawing experiments. The concepts contribute toa
typology of hybrid sketches used as creativity skills in
the expanded field of art. Continue reading on page 34.

Tegneundervisning og (poly)tekniske
idealer — europeisk utvikling i norske
forhold. Tegneskolen i Christiania ble
opprettet i 1818. | undervisningen stod
tegneoppleering senlralt. Fra oppstarten
i 1818 var dette ettef modell fra de euro-
peiske kunstakaderhiene. Dette endret
seg mot slutten -tallet, i takt med
den teknologiske utviklingen i Europa som
satte nye krav til tegnefaget. Idealene ble
hentet fra Ecole Polytechnique i Paris. Les
mer pé side 8.

Ngkkelord. Tegneundervisning, kunstakademi, Ecole Polytechnique, geometrisk og deskriptiv tegning, tegnemetode, Kunst og handverk, begynneroppleering, analytisk tilnaerming, syntetisk
tilneerming, fenomenologisk inngang, vertikale og horisontale forhold ved progresjon, lese- og skriveoppleering, leeringsteori, collaborative learning, participatory design, artistic research,
drawing in the expanded field, management of creative processes, modelling, creativity, drawing teaching, sociocultural, visually controlled, modernist narrative, kunstnerisk utviklingsarbeid,
tegning, holocaust, deltakerbasert minnekultur, formidlingsmetoder, resepsjonsteori, paradoxical facilitation, cognitive psychology, system 1, system 2, verbal overshadowing, perceptual
constancy, categorical, coordinate, TMS, farspraklig, kroppslig naerveer, kroppskognisjon, nonfokal/distribuert oppmerksomhet, distal og proksimal stimuli, dypsensibilitet, kroppskognisjon,
levd og levende kropp, persepsjon, indre skjema og det kreative rommet, Schiller, kunstnerisk forskning, kreativitet, kvalitativ forskning, mgnsterdannelse, drawing, writing, field research,
process, reframing, case study, comparison, first science, third-party readability, non-philosophy.
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The topic of this special issue of FormAkademisk
is drawing. While the issue is hosted by the
Oslo National Academy of the Arts (KHiO),
the contributors have come in from different
urban locations in Norway, including Volda,
Trondheim, Bergen and Oslo. We would like
to use this occasion to extend our thanks to the
external peer-reviewers. They have helped in
bringing the issue to its present level of quality.
In the following, a brief presentation is given
of each author’s contribution (cf. order below).

The external reviewers are
(in alphabetical order):

Peter Bjerregaard [Museum of Cultural History/
KHM, University of Oslo, Oslo, PhD]

James Peter Burgess [Ecole Normale
Supérieure/ENS, Paris, PhD]

Camilla Groth [Aalto University, Helsinki, PhD]
Eirik Frisvold Hanssen [National Library/

NB, Oslo, PhD]

Stian Greggaard [Kunsthggskole

i Oslo, KHiO, PhD]

Marit Holm Hopperstad [Dronning

Mauds Minne - Hggskole for barne-
hageleererutdanning/Trondheim, PhD]

Stian Tranung [MA illustration from

KHiO, illustrator]

Edvin @stergaard [Norges Miljg- og
Biovitenskapelige Universitet/NMBU, Aas, PhD]

The presentation aims at being concise.
Following these is a piece to serve as a support
to the reader, featuring a design for the context
of readability, reaching out beyond the ranks of
the professionals who have been involved to the
third party: the readership of FormAkademisk.
The purpose of the last part is therefore to pro-
pose a design for a support structure.

The composition of the editorial thereby
reflects our procedure — the steps that led to this
special issue: from the individual contributions
that were blind-reviewed by two reviewers,
the permission asked from and granted by the
reviewers to have their names published and the
interactions within the group of contributors at
a stage when the present editorial was drafted.
We are thereby leading our readers from the
individual contributions to the present issue
as an ‘anthology’.

In the readers’/viewers’ guide we develop
a ‘support structure’ (Condorelli, 2009) via the
diagram used by Rosalind Krauss (1979) to map
her topic by returning to Marc Barbut’s piece on
the logic of this diagram (1966) and by develop-
ing it for the purposes indicated by Schwab and
Borgdorff (2013) in an anthology devoted to the
exposition of artistic research. We thereby make
a bold attempt to address the agenda of ‘artistic
research’ through the intermedium of drawing.

This special issue on drawing is bi-lingual
— English and Norwegian — in conformity with
the policy of the journal FormAkademisk. The
presentations below will therefore have the dual
role of 1) presenting summaries in English and
2) creating a context for them, according to
standard editorial protocol. We therefore hope
that our approach will spare English-speaking
readers from becoming lost in translation and that
they will intercept the cogency of our attempt.

The order of appearance is as follows.
Mathilde Sprovin’s piece is one we commis-
sioned from her as a pitch for our special issue

Theodor Barth (Guest Editor), on behalf
of the Spcial Issue Editorial Team

Drawing in Artistic Research
- Whence and Wherefore?

The contributors to the issue are
(in order of their appearance below):

. Mathilde Sprovin [The Oslo School of
Architecture and Desin/AHO, PhD]
Nina Scott Frisch [Dronning Mauds Minne
- Hagskole for barnehageleererutdanning/
Trondheim, PhD]

. Karen Breenne [Kunst og handverk,
Hggskulen i Volda, PhD]

. Janne Heggvoll [Kunst og handverk,
Hagskulen i Volda]

Stine Vogt [artist and practicing
psychologist, PhD]

Christian Montarou [Dept. Landscape
Architecture and Spatial Planning,
Norges Miljg- og Biovitenskapelige
Universitet/NMBU, Aas, Artist]

Karen Disen [Oslo National Academy
of the Arts/KHiO, Artist]

. Arild Berg [Faculty for Technology,

Art and Design; Oslo Metropolitan
University/OsloMet, PhD].

Hilde Kramer [Institute for Design,
University of Bergen, lllustrator]

. Theodor Barth [Oslo National Academy
of the Arts/KHiO, Dr. Philos.]

on drawing: the claims on drawing are multiple
and have evolved throughout history. In Norway,
the polytechnic and military traditions of draw-
ing were part of the foundation from which
artistic, architectural and designerly education
grew. Extending these multiple ownerships to
the contemporary setting, we have settled on
the order listed above.

The theoretical approaches used as frame-
works in the studies are rich. They are multiple
in the sense that the authors make different epis-
temic claims. However, they also differ on the
axis of ontology in terms of the required degree
of immersion into the act of drawing — its tools
and objectives — both on the part of the readers
and from the subjects learned in the context
of being taught in drawing. At each level of
immersion into the field of drawing, the authors
inhabit their topic differently.

In the present editorial these differences are
ordered on an axis of criticality (Rogoff, 2003),
that is, on the axis of the repertoires they seek
to hatch, at different levels of immersion'. The
frameworks, presented below, are simply aids to
inhabit each of these levels and make them read-
able to a third party: which is you, the reader.
Frameworks 1 and 2 are related to how learning
and working with drawing are prompted, while
frameworks 3 and 4 parse these subjects.

The two last frameworks — 5 and 6 — are
intermedial in the sense that drawing practices
are folded into ventures with objectives that
are not themselves drawn but are each in their
own way served or fed by drawing and are
thereby mobilised to explore sensorially fields
ridden by historical memories (framework 5)
or intermedial in the sense of exploring how
the entanglement of drawing and writing, with
itineraries (as here), can be marked and mapped
(framework 6).

Of course, the reader is invited to read and
view the articles in and for themselves. What
is proposed here is not a meta- or master-nar-
rative of the issue but a contextual account that
may be interesting as a backdrop for discus-
sions amongst the parts of the audience that are
in for a comparative read. Three alternatives
are proposed: A) reading the below presen-
tations and then the readers’ guide; B) going
directly to the readers’ guide and then reading

(Hilde Kramer)
Memory
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the presentation; C) skip one or the other and go
without further ado to the articles in this special
issue on drawing.

Presentation/Outline of the Contributions
- Pitch

Mathilde Sprovin [Oslo School of
Architecture and Design/AHO] (Invited
comment). Title: ‘Tegneundervisning
og (poly)tekniske idealer — europeisk
utvikling i norske forhold’ (Eng.
Teaching drawing and (poly)technical
ideals — European development

in Norwegian conditions).

Though drawing as a subject matter and discipline
has had a longstanding history in the practice and
education of artists, the education in this field came
to Norway in the wake of the developments in
engineering during the course of the 19th century.
Europe was going through changes in the wake of
industrialisation — and colonialism — which had
a number of consequences, for the way drawing
was taught and practised in particular. Drawing
became part of the polytechnic curriculum.

The French Ecole Polytechnique spearheaded
this development. The school was founded (1794)
in the wake of the French Revolution (1789) to
meet the challenges of building a new society
in post-revolution France. In the art academies
teaching was organised into two stages, starting
with learning by copying — and building portfolios
—and then introducing live models at later stages.
The polytechnic curriculum included descriptive
drawing and geometry.

A common denominator across Europe was
the timely need to develop good and accurate
drawings as reliable drafting formats for real
projects. At that time the capital of Norway (pres-
ently Oslo) was named Christiania. Though a
provisional Drawing School was found in 1818,
the Drawing School in the Norwegian capital had
its first set of regulations in 1822. In these reg-
ulations it was put forth that drawing was to be
the principle on which the school was founded.

In 1888, it was further decided that the school
would organise the drawing curriculum into two
stages: at the first level the school was to offer
an education in geometrical drawing along with
projection and perspective drawing, while at the
second level the curriculum was to focus on
descriptive geometry and machine drawing. In
an earlier version of the regulations from 1869,
it was stipulated that the school should focus
on machine drawing, with a particular focus
on machinery.

From this time on the school’s staff included
teachers with a background in military engi-
neering, such as Captain Broch. He gave lec-
tures starting in 1819 and took over the school
direction in 1851. The Drawing School acquired
Julien-David Leroy’s Traité de stéréométrie in the
school year 1854/55. It is further documented that
the treatise was in active use at the school, such
as in a student work by Harald Frolich in 1859.
Then it was officially included through the 1888
school regulation.

Hence the school was originally intended
to cover the country’s need for technical educa-
tion, which it did until the Norwegian Technical
University College (NTH ) was founded in 1910.
This heritage at the Drawing School, however,
continued far into the 20th century. When, on
the occasion of the bicentennial of the Drawing
in School in 2018 we focus on drawing practices,
it follows that educational setting will be part of
our scope, with the scope of immersion into the
practice itself that is relevant at different levels of
education and practice. Hence the articles below.

Framework 1 - Sociocultural theory

Karen Breenne & Janne Heggvoll
[Hogskulen i Volda]

Title: ‘Begynnaroppleering i teikning
- ein analyse av teiknemetodar’
[Eng. Teaching drawing to beginners
- An analysis of drawing methods]

- Level: Grades 1-3

This article is devoted to improving an applica-
ble methodological understanding of the factors
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relevant to teaching drawing in primary school
that prompt practise and learning among children
from first to third grade. The authors present a
historical survey imparting the practices outlined
by Sprovin (above) and then move to a discussion
of how the subject of drawing is conceived in
school curricula according to different theories,
the didactics of reading and writing as well as
the drawing subject itself.

Though the article stresses emphatically that
it is not a literature review, its scope is method-
ological and aims at distilling outcomes based
on a comparative discussion of fairly large scope
of referenced sources. It appears first on our list
because it can be seen as a position paper in which
various positions, in the authors’ field of interest,
are compared and discussed. Their main focus
is on approaches clustered under the umbrella
of sociocultural theory (Vygotsky).

The authors’ primary empirical focus is on
curricula and teaching in primary school. The
categories lean on the field of education in read-
ing/writing and the history of education, through
which they developed into curricula and teaching
practices from the beginning of the 19th century
onwards: from academic approaches to teach-
ing drawing to didactic approaches focused on
practices initiated amongst the children them-
selves, highlighting the resistance to drawing
amongst teachers.

Here, the drawing practices are conceptually
modelled on the institutional workings of the
school apparatus in a variety of fields (including
drawing). The authors initiate their search with
a broad exploration of what has been written
on the subject matter of drawing education in
primary school, from which they work to distil
their own (synthetic) position. In their study,
they have been concerned with how progress
is structured, contents are built and theoretical
frameworks compared.

They query whether the lessons from curricu-
lar practices in reading/writing in the above-men-
tioned areas can benefit the education in drawing
by virtue of the systematic sets of approaches
and overviews in that area. Amongst relevant
theoretical frameworks they discuss phenome-
nology (Husserl) and cognitive constructivism
(Piaget), with cognitive constructivism serving
as a bridge between phenomenology and socio-
cultural theory (Vygotsky).

The authors contrast the phenomenological
approach to teaching drawing with analytic and
synthetic approaches: the diacritic is the presence/
absence of planned steps. Furthermore, while the
analytical approach relates to given contents, the
synthetic approach is more focussed on the draw-
ing process (and what might come out of'it). With
its overall foundation in the sociocultural frame-
work, the article stresses an eclectic approach to
the three frameworks used as didactic supports.

Nina Scott Frisch, PhD [Dronning
Mauds Minne - Hagskole for
barnehagelaererutdanning]

Title: ‘Modelling as a foundation
for creativity’ — Level: 9-11 years

The article is less grounded in curricular prac-
tice, teaching and learning the subject of draw-
ing, as it relates to case material from a local
school on a Norwegian island (Vega) from the
author’s doctoral work. From a case-study of 61
children — ages 9 to 12— she goes into the details
of a selected case that visually models the point
she develops in the article: that the repetition
and permutation of models the children have in
their repertoire can be creative.

She founded this assertion on the idea that she
calls the ‘four ¢ model of creativity’ — developed
by Kaufmann and Beghetto (2009) — thereby indi-
cating that creativity can unfold in sociocultur-
ally differentiated realms, ranging from the great
pieces that have left their mark on art history to
the creativity of everyday life. Her framework is
sociocultural in that she argues from Vygotsky’s

theory of creativity, which is based on learning
from knowledge developed by others.

Her interest is not in given tasks but the
children’s own initiative: model-based draw-
ing based on repetitious practice; the influence
of a big sister; drawing exercises of their own,
such as from geometry class, peers they admire,
colouring books, etc. A pattern of making and
socialising, where repetition — and composition
based on the permutation of fixed/stable ele-
ments — is pervasive and dominates. On account
of its lower status it is typically accompanied
by a bit of bad conscience.

The author discusses the implicit hierar-
chies prevailing in cultural attitudes to drawing:
what is considered to be a superior approach to
creativity in drawing, particularly in modern-
ism (Lowenfeld, 1957) and, concomitantly, the
practices that are considered lower and stifling
to creativity. She launches a debate on this topic,
supported by the writings of the Norwegian
composer and philosopher Helge Iberg, who
sees a deadlock in modernism.

The article offers a case that challenges the
idea that copying from existing models is aca-
demic and stiff; the author counters that it is not
as long as the models are selected and worked
on from the sociocultural context of children
(in her selected age group) rather than imposed
by the teacher. She points out how repetition —
and compositional permutation — may be highly
instrumental in helping the child to locate and
discover the creative challenge, whether it is
creative with a big C or a little c.

Lev Vygotsky’s activity theory has been
compared with George Herbert Mead’s sym-
bolic interactionism in the United States. A less
obvious, but no less interesting, parallel is with
Henri Bergson’s philosophy, which was par-
ticularly well formulated by Gilles Deleuze in
Difference and Repetition (1968), in which he
states that repetition is a universal approach to
the singular. If we see the singular as the design
— the purpose and query — of repetition, it can
move the field of drawing.

Framework 2 - Psychology

Stine Vogt, PhD [Independent]

Title: ‘Experimental psychology and
visual artwork: Notes from the labora-
tory’ — Level: Across the age spectrum

Here the level of immersion into drawing prac-
tices moves to the psychological realm, which
is not opposed to the sociocultural framework
— since it combines physiological, cognitive
and deep-psychological factors in its analyses
of human activities. Rather, it presents itself
as an involution of the preceding topic as the
author emphasises the drawing process rather
than its outcomes, even when these are at a pro-
fessional level of skill. What can artists learn
from experimental psychology?

The author’s approach to her subject matter is
systematic: she departs from Daniel Kahneman’s
(2012) identification between two gross, func-
tionally distinct, systems in the brain (Systems
1 & 2) and works her way through Kosslyn’s
(1987) identification of two processing modes
—called ‘categorical’ and ‘coordinate’ — to land
on how visual perception is shaped by the edu-
cation of eye—hand communication in drawing,
more broadly in people with an education in
visual arts.

Visually educated people display a dis-
tributed eye-scanning pattern in their picto-
rial perception more than lay wo-/men, whose
eye-scanning tends to be locked to areas around
a central motif (rather than the composition of
the entire picture). The process of developing
this sort of pattern hinges on the strategies of
processing the input as a drawing is worked on,
alternating between coordinating and categori-
cal ways of processing and mobilising different
parts of the brain.

She substantiates Kahneman’s distinction
between System 1 and System 2 — the first based
on a sensorial operating procedure (fast), the sec-
ond on a linguistic operating procedure (slow)
— by referring to experiments in which the two
corresponding brain layers (brain-stem and core
areas vs. the cortex) are alternately inhibited and
stimulated. The experiments demonstrate how
the two systems work separately but also how
the two brain halves are functionally conjoined.

Herself being educated and practicing as an
artist, she takes an interest in object constancy:
perceptual constancy relating to coordinate
parameters of size (as in perspective) and cate-
gorical parameters of colour (as when comparing
different prints of the same motif). There are a
number of perceptual habits that are unlearned
in the process of acquiring a visually distrib-
uted intelligence. She thereby places art-edu-
cation in the scope of the broader education of
human beings.

The conjoint output — her experience of
the art field as a practitioner and the experi-
mental material that prompts an understanding
of the art process — contributes to what one
might understand as reading ability in visual
competence: reading ability, understood in the
expanded sense of a distributed visual intelli-
gence, is also required to assimilate a variety of
texts (both literary and academic), which may
be hard to come by through means other than
a sensorial education.

Framework 3 - Phenomenology

Christian Montarou [Norwegian
University of Life Sciences

Title: ‘Hvordan gke bevisstheten

om den fagrspraklige dimensjonen

av det kroppslige naerveeret i teg-
ning?’' [Eng. How to increase the
awareness of the pre-linguistic
dimension of bodily presence in
drawing?] - Level: University college

Following the trail of immersion into the act of
drawing, this author’s article leaves a primar-
ily epistemic frame of reference by introduc-
ing the ontological level of drawing, in which
the process of drawing certainly is core — as in
the preceding article — but where the pursuit
of the way things are, how phenomena appear
(the drawing body in particular) in the present
terms of a field introduces the phenomenological
framework, featuring references ranging from
Merleau-Ponty to Derrida.

The shift of perspective from the sociocul-
tural to the phenomenological framework is
conceived — both in this article and in the first
article — in oppositional terms. In the scope of
this editorial, the phenomenological framework
has to be presented on its own terms to be pre-
sented at all. This is precisely what the author
does as he distinguishes his framework from
the sociocultural one to parse the step-by-step
methodology of establishing a foundation for
drawing.

In effect, the piece is complementary rather
than exclusionary in the way it positions itself
in opposition to the sociocultural framework.
It is part of the structural pre-requisites for a
methodology of drawing — emphasising body-
work — that leaves behind the Platonic legacy
of elementary geometrical forms, the semiotic
coding that links drawing to language and the
idea that the virtual world of drawing is separate
from the actual space in which his students work.

His students are at a university-college level,
and the author’s approach to drawing is a call
for foundation studies in the art field, where
the foundations sought are revealed to the stu-
dents through their own work. The steps of his
methodology develop their awareness of a third
space, in which a pre-linguistic sensitivity is
cultivated at the interstice between the physi-
cal body in real space and the lived body where

the interaction with the cognitive apparatus is
experienced.

Through the act of drawing the potential of
this third space is specific — rather than generic
— with a potential for the students to make dis-
coveries both about the ambient milieu and
about themselves. In this author’s approach to
drawing, creativity as a journey towards the
specific and the practical knowledge of the
cognitive apparatus’s affordances is discussed
against the backdrop of Daniel Stern’s devel-
opmental psychology in infants, on preverbal/
body intelligence.

Furthermore, in Roth’s scope of five rhythms
(Roth, 2003) the register of communicative
affordances in the body is energetic (rather than
verbal). At the level of theoretical reflection, this
article is similarly scoped in its design of four
chapters: 1) gauging his theoretical references
against the backdrop of his experience as an
artist and a teacher, 2) discussing pedagogical
examples from his own case-base, 3) mobilising
a pre-linguistic knowledge in drawing-activity
and 4) developing drawing as a perceptive tool
in the Japanese-inspired ‘Kanken’ method.

Framework 4 - Exposition

Karen Disen & Arild Berg [Oslo
National Academy of the Arts/KHiO,
Oslo Metropolitan University/OsloMet]
Title: ‘Striper - sett i lys av Schillers
ideer om menneskets grunndrifter

i form’ [Eng. Stripes — Seen in the light
of Schiller’s ideas of basic human
drives in form] - Level: Trans-border
—within and beyond the school-space.

In this co-authored article on Schiller’s idea of
human drives in form, materials and play, the
topic of repetition as a journey towards the spe-
cific is discussed in terms of stripes as a kind of
visual algorithm (featuring repetition). Stripes
therefore are not limited to the case-based exam-
ples that the authors mobilise in their discussion
of Schiller but is also reflective in the way the
article is organised. The distributed intelligence
of their visual display reverberates in the text.

In effect, the piece is a playful read where
the aspects of stripes as material and form
communicate freely through the entire piece.
The visuals are picked up by the text in a way
that is suggestive of the following possibility:
that visual intelligence can operate as the the-
oretical backdrop of fext rather than the other
way around (Ingold, 2007). The visual research
as expanded in the text therefore yields a par-
ticularly striking example of exposition: argu-
ment in display.

The article establishes its topic in the ten-
sional field between stripes as a pattern of evil
— the Devil’s pattern (Pastoureau, 2001) — and
a recurring pattern in, for example, the attire
of royal families in Spain (Sekules, 2003). The
tension of this twilight-zone is preserved as a
driving force in the author’s aesthetic inquiry
into Schiller’s three-score drives: form, mate-
rials and play. The reader cannot rest her foot
anywhere but must accept that the readability
of the piece hinges on her ability to act on the
same terms of mobility as the authors in their
richly imaged topic. Stripes are rhythmic.

The authors ask: is it possible to deepen the
understanding of Schiller’s concept of drive
through examples of stripes in art and every-
day objects? The authors’ approach reflects that
both are artists’ and designers’. Their concept of
stripes is neither formally nor materially generic;
it is specific and comes out as a variety (rather
than a collected sample of empirical examples of
the same), which is why the visuals propose an
understanding of Schiller, based on enactment.

If stripes are a part of a timeless universal
composition, it is as a zone of entanglement
between their formal and material aspects: a
play-zone. In effect, the piece brings immersion
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into the act of drawing one step further: immer-
sion into the visual, learning how to see, as in
the preceding article, but what is learned hits
back into what is expression — linguistically — in
the medium of text — an example of what Chus
Martinez (2012) coined an ‘artistic proposition’.

The article quotes one of the one-liners
Karen Disen is known for in her teaching-prac-
tice “To students one may say — learn how to
rest in resemblances, what can be recognised, as
you may then sense the differences, the visual
qualities’. This is a turning point since, as the
authors assert, the human being as a whole is
affected by form while only in part by the con-
tents. In Schiller’s perspective the enactment
of the threescore drive is also a key to social
change and freedom.

Arild Berg [Oslo Metropolitan
University/OsloMet]

Title: ‘Participation in hybrid sketching’
- Level: Trans-professional

Here we are moving into realm where draw-
ing is practised as sketching in the context of
building construction, in the author’s terms, as
a mediator between people who work to create
something together. The author’s case-base is
from a public art project developed within a
larger architectural development plan for a res-
idential area. Now the notion of immersion into
the act of drawing is brought one step further:
the author underscores the hybridity of drawing
in multidisciplinary teams.

Drawing — in the modus operandi of sketch
— no longer serves the sole purpose of teas-
ing out a playful entanglement of form and
materials (here, ceramics) but is also used to
understand a range of situations that are char-
acteristic of large professional projects with
interdisciplinary exchange. Using visual means
to bring clarity to an idea is also the testbed
of possible misunderstandings (linked to the
choice of digital/analog interfaces, the pitfalls
of overdesign and so on).

In the framework of Vygotsky’s concept of
proximal development, the author analyses the
differences and interlinkages — the essence of
‘hybridity” — in what is mastered individually,
what is learned conjointly and what is beyond
the scope of understanding at different points
in time (pending on the maturity of the project
and the state of collaboration in teamwork).
The author is bent on communicating not only
how things can be known in such projects but
also how they are.

The article unlocks the idea of sketching
from the acts of pen and pencil alone but rather
contrasts these with digitally supported sketch-
ing tools — such as SketchUp — and how they
interact in developing a sense of the public art
project: in the core team and with the develop-
ment planners. In the author’s terms, the scope
is to deepen the understanding of what a sketch
can be, by expanding the typology of what it can
be to draw a sketch in a collaborative process.

His purview is to spur a methodical approach
that can identify new concepts emerging from
practice (which is similar to the claims made in
the preceding article for visual intelligence). As
gauged by Vygotsky’s zone of proximal devel-
opment, learning from practice will inevitably
combine chance elements with negotiated and
unknown ones. Paradoxically, it is possible for
humans to develop a common sense in which
these factors are joined as they become mature.

A distinctive trait of this level of immersion
is that the readability to a third party — beyond
the team and its professional environment —
becomes cogent in the sensorial realm as the
acts of making move beyond what is artistically
pleasing and professionally coherent to pass on a
sense of the work with a broader public in mind.
To the same extent as the constraints of a project
— local and human — canalise externalisations
in sketch, new realms of subjectivity emerge:

The technique here was to cast into plaster
moulds and cut in drawings in leather-hard
porcelain with a thin knife or needle. Then
the cut lines were painted over and filled
with different types of line colours, such as
copper oxide and iron oxide. Then the tiles
were washed off so that only the lines were
left, dried and fired. Copper gave black
lines and iron went brown. The details in
the porcelain materialised into lines. Being
able to touch and follow the lines in the
material enabled a physical connection
to the material and to the drawing. The
environment should enable a fusion of just
walking, sitting and perhaps experiencing
art as a total experience with no specific
start or end (A. Berg, this issue).

Framework 5 - Memory

Hilde Kramer [Institute for

Design, University of Bergen]

Title: ‘Nar tilskueren tegner

- Minnehandlinger og formidling

av sensitive emner i 21. arundret’
[Eng. When the bystander draws

— Memory acts and the mediation of
sensitive topics in the 21st century]
- Level: Generic (lay wo-/men)

In this article, the author presents yet another
level of immersion into the acts of drawing: as
in the preceding article the distributed aware-
ness of ‘relational aesthetics’ is emphasised.
But in this author’s project — contemporary
memory acts devoted to holocaust victims —
the participants included people with little/no
experience with drawing or were untrained in
terms of drawing education. Her perspective on
drawing is elementary: the point of drawing is
testimonial and locational.

Drawing is used as a vehicle of civic aware-
ness to intensify the awareness of forces — polit-
ical and ideological — in areas of the historical
past that are traumatic to the degree of being rel-
egated to the unknown. In her case-base, from a
participatory art project called This is a Human,
the author expounds the steps of how chance
elements (stones) are wrapped into sheets with
archival information on named holocaust victims
and how drawing negotiates an act of memory.

The stones wrapped into the archival sheets
are chance elements in the sense of being stones
of a particular shape, material structure and
touch. At the same time, they are symbols of
remembrance of departed people in Jewish cul-
ture. The act of drawing here features as a zone
of entanglement between two disparate events:
the stone and the departed person. It provides a
setting in which other archival materials — such
as photos and maps — become part of the proj-
ect’s life-world.

Through drawing, each participant departs
from their current comfort zones to delve into
the contact zone of remembrance —not as realm
of the past but as realm of the contemporary
(Agamben, 2009). In this sense, the project This
is a Human is not bent on the aspects of drawing
that are involved in making, moving the manu-
facture of objects that populate the field, but in
moving the field. As a professor of illustration,
the author is working directly on the Zeitgeist.

The article takes the reader step-by-step
through the project conveying a sense of the
vitality in the project through the intermedium of
the written format. The links developed through
this process clearly move beyond the zone of
proximal development (Vygotsky, previous arti-
cle). Her work rather resonates with contempo-
rary developments in quantum theory — featur-
ing, for example, Laruelle (philosopher) and
Barad (physicist): the knowable is entangled
with the experimental apparatus.

This means that the archival approach of
monitoring the exceptional events of the holo-
caust, and the live events connecting to the

holocaust as a state of urgency, are alternate
cuts into the fabric of historical memory that
cannot be merged but can be parsed in a step-
by-step fashion, of which the article gives a
rich narrative account. The lessons learned here
come neither from visual aesthetics nor from
professional practice but from enfolding contact
though drawing.

Framework 6 - First science

Theodor Barth, Dr.philos [KHiO]

Title: ‘Drawing as performance - The
greenroom: A new perspective on
empowerment through education’

- Level: Generic (research-professional)

In the last article of the special issue, the author
immerses the act of drawing into the zones of its
linguistic entanglement with writing. It explores
this linkage between drawing and writing —
in that order — in artistic research phases that
come prior, in between or in the aftermath of
more articulated practices: scientific, artistic
and philosophical (SAP) practices. The article
seeks to move the space of experimentation —
featuring the preceding article — into the space
of higher education.

The article is organised around the core
of an experimental case study presented at the
E&PDE? conference in the autumn of 2017. In
the present article, this case study is located in
the school environments of the Oslo National
Academy of the Arts (KHiO) and the Oslo
School of Architecture and Design (AHO). This
space is conceived as a ‘temporary autonomous
zone’ (TAZ) (cf. Bey, 2017) or, in the vernacular
of'the article, a ‘para-site’ (cf. George Marcus).

This ‘stealth-mode” was enhanced by the
fact of project being a con amore one (with-
out the support of any funding institution). We
thereby bring to light that activities of this kind
take place regularly within/between art schools
but often not under the banner of research. By
claiming the experimental case study as research
we determined two things: (a) a range of valu-
able research may need to claim spaces of this
kind; (b) it needs to be staged to come out as
research in the school arenas.

The article elaborates on the latter point
(b); the last bit of staging features a third space
between a TAZ and the public front stage, called
the greenroom. The article therefore begins and
ends with the greenroom — as the TAZ /para-site
is left to its own means in the middle, it thereby
combines the distributed and core foci discussed
by S. Vogt in her piece. This arrangement is set up
on the theoretical backdrop of Goethe’s Bildungs-
journey and Laruelle’s concept of first science.

In the core of the article — the experimental
case study — the drawing skills range from pro-
fessional, educated to amateurish. In the scope
of the case, however, this is deemed inessential
— the point being to demonstrate how different
strategies related to subtractive drawing present a
variety of outcomes in how information from the
drawing process is encoded into ontological data.
The coordinate function of line-drawing and the
colour as a categorising agent concurs with Vogt.

Other parallels with the baseline of art edu-
cation are present in the article, for instance,
alternating between ‘greenroom’ and ‘TAZ’
is directly comparable to the process in which
the artist alternates between engaging with the
visual process and taking a step-by-step aware-
ness of the result. The difference resides in the
fact that this article asks what happens when
writing is involved in artistic practice — thereby
included into the basket — such as empowerment
through education.

Readers’/viewers’ guide (cf. Figure 1)

The variety of perspectives featured in the con-
tributions to the present issue mainly reflects
the different ways in which drawing is con-
ceived to operate and apply in different learning

environments, ranging from how drawing par-
allels language education in primary school
curricula, its claims for autonomy in higher
education, the role of choice in the visual pro-
cess and the strategic choices linked to drawing
in trans-professional project teams to drawing
as a performative.’

All of the contributions to this special issue
of FormAkademisk tease out what they have to
say about drawing linked to /earning, whether
related to the introduction of the topic in early
school-years, educational programmes target-
ing drawing specifically, its informal uses in
the context of the digital culture, its negotiated
and makeshift place in the professional setting
of real projects or its potential role in the con-
tact zones of historical memory and repertoires
of criticality.

The emphasis is on how learning and draw-
ing come together in different educational set-
tings: whether education is seen as the province
of scholarly institutions or is built into the reper-
toires of life-long learning and its corollaries in
public culture as a vehicle of historical inquiry
and civic autonomy. At the compound level of
the anthology (special issue) the contributions
differ in how drawing is seen to relate to linguis-
tic, semiotic, cultural and embodied repertoires.

Though the articles initially evolved as iso-
lated endeavours, ‘blind’ of each other, they are
comparable in that, in one way or another, they
are located in what one — from lack of a better
term — might call a ‘contact zone”’ (Pratt, 2005,
p- 519): social spaces where learning cultures
meet, sometimes clash and always grapple with
each other, and regularly in contexts of highly
asymmetrical power relations, such as (nota-
bly) the relation between drawing and writing.

The concept of ‘contact zone” is introduced
here to prompt the reader’s reflection on the rank
of drawing and writing in the hierarchies of con-
temporary knowledge practices, whether in the
arts or academia. And, clearly, the contributions
to the special issue are no exception: though
all the contributors have experience — some
of them extensive — with drawing, the vehicle
for theorising case materials relies heavily on
writing. But how do we locate the research if
not limited to writing?

Evidently, the amount of work we have
put into selecting and editing the pictorial ele-
ments in the special issue will also legitimately
claim research value. In this context, a laudable
attempt has been made by Michael Schwab
and Henk Borgdorff (2013, p. 15) to invent a
locus of conjoint exposure that they call ‘expo-
sition’, with the intent to bridge between the
ontological focus — verging upon a ‘myopia’
characterising some artistic practices — and an
epistemic outlook:

With the notion of ‘exposition’, we wish
to suggest an operator between art and
writing. Although ‘exposition’ seems to
comply with traditional metaphors of
vision and illumination, it should not be
taken to suggest the external exposure of
practice to the light of rationality; rather,
it is meant as the re-doubling of practice
in order to artistically move from artistic
ideas to epistemic claims.

The reader will notice that, as an analytical
dimension, the exposition is less apparent in
each of the individual contributions than when
they are compared with each other. To encour-
age a comparative reading, we invite you (the
reader) to bring a broad reflection on the exposi-
tion with you as you engage in looking through
the issue and going where your interest takes
you. Since each of the contributions are — in
the sense accounted for — a battleground or a
contact zone.

The ‘contact zone’ opts for the compound
perspective — rather than looking at the written
article as the actual vehicle of knowledge and



Figure 2. The Klein group: a term (x), its opposite (-x) and their two inversions (1/x & -1/x) (Barbut 1968, p.792).
The article explains the concept of structure in mathematics and the relevance of Felix Klein's mathematics in
the arts and humanities. It was published in Les Temps Modernes in 1966 for a broad intellectual audience.

the pictorial materials as ‘supplements’ — where
there is struggle, yes, but no victor nor final con-
quest. It is the diagrammatic intelligence that
then becomes the chief variable of the ‘exposi-
tion” in this special issue: ‘diagrammatic’ in the
sense of the cross- (dia-) marking (grammatic)
when drawing and writing are combined in a
third practice.

Each article conjoins a written path and a
pictorial trail in an exposition which is unique
to it. From a design perspective this conjuncture
may well come out as the signature of each piece,
and its interest resides in the extent to which the
choices made by each author reveal the footprint
of the subject matter — the case material, or the
field of interest — developed by the contributors.
The exposition unravels as soon as the articles
included come out as performances.

To encourage the reader in this direction we
have developed an outline of possible connec-
tions between the authors with a selection of tools
sampled from their contributions. Whether the
reader uses this structure, or invents her own,
contraptions of this kind operate as two-way
‘valves’: working in one direction as a naviga-
tion instrument — coordinating her readings and
moving with them — while working in the other
direction as a categorising device.

Ifthe contraption is conceived as a ‘hydraulic
pump’ — with the push-and-pull of the two-way
valve — it will stabilise, at some desired level,
when the reader/viewer works her way through
the compound of this special issue. This is her
learning outcome, and there is no way we can
predict it. But we can suggest it and create a sup-
port structure (Condorelli, 2009) for it. Céline
Condorelli and Gavin Wade conceive such a
contraption as an architectural device:

Support Structure is an architectural inter-
face. Support Structure aims to create a
space which is continuously reinvented by
its users in relation to its context. Support
Structure houses artefacts as well as
activities and aids reconsideration of
existing spaces as an impulse for future
change. Support Structure is an evolving
collaborative project between architect
Céline Condorelli and artist-curator Gavin
Wade. Our aim is to design and create a
universally adaptable support structure
that approaches the specific rather than
the generic. To achieve this we are put-
ting Support Structure through a learning
process.*

In sum, we conceive the device below to act as
a ‘support structure’ of this kind, as one likely to
develop onwards with the learning process we
experienced — in the last stages — when working
with the issue, and hopefully also the learning pro-
cess the reader will engage by working through it.
The diagram featured here, as a support to develop
the exposition of each contribution, has a history
in the project that goes back to R. Krauss’s piece
(1979) Sculpture in the Expanded Field.

The almost canonical status of this essay in
the art field has to some extent locked the dia-
gram to her piece in the minds of many readers.
However, as she clearly indicates, the diagram
derives from the Klein group: a mathematical con-
cept which Barbut brought to the attention of the
arts & humanities in his 1966 essay in Les Temps
Modernes on the meaning of the word structure in
mathematics as well as by Greimas & Rastier in
“The Interaction of Semiotic Constraints’ (1968).

Varieties of the diagram are found among
the French structuralists. The simplest analytical
definition of the Klein group — named after the
mathematician Felix Klein — was given by the
anthropologist Claude Lévi-Strauss: (1) a term (2)
its opposite and (3) their inversions.’ We found
this concept useful in working with the special
issue on account of sociocultural theory and phe-
nomenology that are defined by the authors in
oppositional terms. We derived two inversions.

We proceeded in the following way: where
one of the proponents of the sociocultural theory
strand of research on drawing in education opted
for an eclectic approach to theoretical perspec-
tives falling short of sociocultural theory (e.g.
phenomenology), a different author ventured a
psychological approach bent on understanding
the outcomes of choices made in the artistic
work process — mobilising different parts of the
brain — with an impact on visual competence.

Choice-careers — how we fare in life through
the choices we make — define empirical devel-
opmental trajectories, while eclecticism is a
position on the principle of applying different
approaches when teaching. The principle of
‘eclecticism’ and its application in choice yield
clearly distinct theoretical frameworks —but one
which their underlying unity makes productive
to compare — which is our point in developing
the diagram as a support structure. In relation
to the phenomenological framework, we define
exposition as an inversion.

This is justified by the following: while the
phenomenological approach is modelled on
human awareness — such as embodiment — it
is not psychological (though it certainly is not
defined in oppositional terms to psychology). The
stepwise analysis of the development of draw-
ing skills, the article using a phenomenological
framework, presents a model of/model for the
development of drawing skills. The exposition
piece makes two patterns — drawing and writ-
ten — correspond.®

In effect, the piece developed by Karen
Disen and Arild Berg is devoted to the topic of
bands, or stripes. The parallels between the visual
topic and written medium is obvious; however,
their approach to teasing out their topic — in the
conjoined visual and textual presentation — is
striking in that it features a distributed visual
intelligence, which is likely to prompt visually
skilled readers, working simultaneously in the
written and visual display. In other words, the
piece is expositional.

It makes a display of a core issue developed
from a psychological vantage point in Stine
Vogt’s piece — that visually educated people have
visually distributed eye-scanning patterns — in
the same way as Karen Branne’s piece brings
choices that are stated on eclectic principle,
which means that although the relation between
sociocultural theory and phenomenology is char-
acterised as oppositional, it is located in a play
of differences somehow holding each other.

In other words, the terms held by the four-
square core element of the diagram are perfor-
mative in the sense of how they agglomerate
as a ‘neighbourhood’ in the special issue, if
seen as a compound (i.e. as an edited anthol-
ogy). The four elements of the square are used
to map the contributions of Karen Brenne
(sociocultural theory), Stine Vogt (psychol-
ogy), Christian Montarou (phenomenology)
and Karen Disen and Arild Berg (exposition):
they are categorising/coordinating.

The categorising and coordinating functions
are recruited from Stine Vogt’s article. They par-
allel an article by Kjeld Schmidt and Ina Wagner
(2004) on ‘ordering systems’ based on a study of
architectural studios: they distinguish between
‘navigation systems’ (coordinating direction),
aiming at the navigation in architectural draw-
ings, and ‘classification systems’ (categorising
direction), aiming at storage and retrieval. As
they become entangled they also become specific.

That information systems (Schmidt &
Wagner, 2004) come up with similar results to
those of brain psychology (Stine Vogt) should
perhaps not surprise us. But that the economy
of systems that derive from oppositions — as
in the Klein group — can be in/out of order is
a more tricky point. The concept of ordering
systems suggests precisely this. Does this rely
on an aesthetic judgement, is it a matter of taste
or are there other ways to understand cogency/
consistency at this level?
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Though Nina Scott Frisch’s contribution
is placed under the heading of ‘sociocultural
theory’, which is her chosen platform in the
article, she moves from there towards the mid-
dle in the importance she attaches to models in
creative learning. In her piece, models are not
based on rote imitation since it hatches in the
physical absence of its referents. The drawing
child, in her case study, does not imitate earlier
drawings but produces from gestural memory.

Similarly, Arild Berg — in his second piece
on drawing in trans-professional teams, based
on a case study of decoration project in a pub-
lic space — analyses drawing as an expositional
device: not before a board of academic/fund-
ing peer-reviewers but the step-by-step phased
encounters between a variety of professionals
with different tasks at different occasions. It
shows the ways in which the knowledge we
have, as individuals or in pairs, also links with
what we do not comprehend.

There are pitfalls in this human knack of
linking up with what is beyond our reach. But
understanding how it happens — in collaborative
processes that are complex — is demonstrated
in his piece as a specific affordance of drawing
(even as the concept of drawing is expanded, as
in his article). Moreover, it may serve to demon-
strate how the purview of moving our discourse
from artistic ideas to epistemic claims need not be
based on the idea of an audit before a ‘tribunal’.

Indeed, the idea that initially contradictory
positions can be developed in a pattern where
they hold each other — such as in a ‘holding pat-
tern’ (Barth & Raein, 2009) — proposes a learning
strategy where exposition can hit and impact at
avariety of different junctures, where decisions
made and understandings reached occur simul-
taneously. They do not have to happen before a
privileged instance nor at one point in time, bring-
ing a distributed intelligence into the equation.

These are by no means new ideas but were
formulated by Jean-Frangois Lyotard (1981)
in his reading of Wittgenstein’s Philosophical
Investigations (1953/2009): all word games
have an addressor, an addressee and a referent.
Language games are defined by rules — they do
not mix but cohere through synopsis and ‘family
resemblances’. In sum, within the synoptic field
there are contentious claims that do not go by the
rules but will seek the status of meta-discourse.
This is the ‘contact zone’.

This is what Lyotard (ibid.) calls a tribunal.
May we foresee expositions that are success-
ful in overcoming such attempts at structural
(panoptic) annexation? The two contributions
featured at the top and at the bottom of the
diamond shape: H. Kramer’s and T. Barth’s
contributions. They both constitute attempts at
making cuts where common practice says there
can be none (Barad, 2007). They are backdrops
to the Klein group rather than elements of it
(Barad 2007, p.114):

The boundary between the ‘object of
observation’ and the ‘agencies of obser-
vation’ is indeterminate in the absence
of a specific physical arrangement of the
apparatus. What constitutes the object
of observation and what constitutes the
agencies of observation are determinable
only on the condition that the measure-
ment apparatus is specified. The appa-
ratus enacts a cut delineating the object
from the agencies of observation. Clearly,
then, as we have noted, observations do
not refer to properties of observation-inde-
pendent objects (since they don't preexist
as such).

Kramer’s and Barth’s contributions are based
on a working assumption that theorising should
be immersive and that the research outcomes
should be immersive and field-intensive. ‘Field’
not in the sense of a professional field but field
in the sense of ethnographic fieldwork. If we

are pledged to engage with distributed intel-
ligence — and learning-mobility — in our field
studies, we should develop diagrams accord-
ingly: hence the distributed visual intelligence
of the diagram above.

There are many other diagrams — and more
complex visualisations — that could have done
this job. That this diagram has been chosen is
on account of the relative simplicity in how the
processing done with the square can be har-
vested in the diamond. Indeed, if the rules that
work to hold and categorise information (and
differently so in the four positions), this way of
processing positions based on opposition — and
holding contradiction — will yield data facili-
tating coordination.

The point is that it cannot do these two
things at the same time, but it can alternate
between them — as part of a learning process
— till an unstable equilibrium is reached, and a
choice must be made. Choices will bring the sys-
tem to a new irreversible state. It is in this sense
that Rosalind Krauss’s piece had the impact of
an exposition: the changing field of sculpture
fed her piece, and after the piece the field of
sculpture would not revert to earlier positions.

In sum, dear reader, we seek to establish a
distributed visual intelligence into contempo-
rary evaluation practices and move it away from
centralised and focal ones. Our idea is that this
may give artistic research the chance of moving
the field (rather than being bent on bending the
rules). You, the reader, may move the field. And
with this call we are not content in expanding
artistic ideas with epistemic claims but to rally
for an ‘ontological turn’ in the arts.

To avoid proclamatory clichés let us make
this point: when Lévi-Strauss (1964-71) pro-
posed his elementary definition of the Klein’s
group, it was part of his argument for what he
called the ‘exhaustive method’. It was at a time
of his life when had abandoned fieldwork in
favour of extant ethnographic readings. From
a fieldworking point of view it was — and has
ever since been — obvious that this was not a
method to develop a theory but a way of organ-
ising readings.

It is in this spirit that it has been presented
here: if we have succeeded in prompting an
effective reading style — which is about organ-
ising, navigating, classifying and categorising —
then we have succeeded in our goal. The reader
is at no point obligated to accept an underlying
structure as a premise for the way she proceeds:
what emerges on her path does not happen
because it is important but is important because
it happens — if such is her contract.

The reader is a choosing agent. If we do rec-
ommend the above contract, it is for a specific
reason: it is not to underscore the importance of
choice in the universal mercantile sense — where
the terms of choice are predefined by commer-
cial ontologies — but because she is pledged to
be on speaking terms with reality and set her
mark on its history. The idea that reality has a
history, not only in the human minds thinking
of it but in material practices/in matter itself is
worthy of inquiry.

The tracery on two levels — language and
design — featuring the development of diagram-
matic intelligence, is likely to move the field
(rather than just bending rules). Moving the
field is not limited to bringing understanding
to a subject matter of interest and establishing
a foundation for how we can claim this under-
standing (i.e. epistemology); it is to bring inten-
sity to ways of being-in-the-world that we oth-
erwise would bypass, and hatch artistic claims
for them (i.e. ontology).
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Endnotes
1 We are indebted here to discussions with Prof.

Dragos Gheorghiu, whom in his work with
experimental archaeology has underscored the
importance of immersion, and made his point
demonstrable through a variety of projects at the
verge of archaeology and artistic research.

2 E&PDE - acronym for Engineering and Product
Design Education.
3 Cf. performative in counter-distinction to

constative in Austin's (1955/2005) canonical
work How to do things with words.

4 http://www.supportstructure.org/

5 Lévis-Strauss, Claude (1964-1971).
Mythologiques, Paris: Plon. Definition found in
multiple places in this four-volume ceuvre.

6 The word ‘correspond’ is here used in the double
sense of convergence and communication (e.g.
correspondence as in mail).
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Sammendrag

Tegneskolen i Christiania ble oppretteti 1818.
| undervisningen stod tegneoppleering sen-
tralt. Fra oppstarten {1818 var dette etter
modell fra de europeigke kunstakademiene.
Dette endret seg mot glutten av 1800-tallet, i
takt med den teknolggi tviklingen i Europa
som satte nye krav til tegnefaget. Idealene ble
hentet fra Ecole Polytechnique i Paris.

Nokkelord: Tegneundervisning, kunstakademi,
Ecole Polytechnique, geometrisk og deskriptiv
tegning.

Mathilde Sprovin

Tegneundervisning og (poly)
tekniske idealer - europeisk
utvikling i norske forhold

Introduksjon

Da Tegneskolen i Christiania ble opprettet i 1818
var tegning det grunnleggende prinsippet for
undervisningen. Skolen foyde seg sddan inn i
tradisjon til de europeiske kunstakademiene, slik
disse hadde etablert seg pa 15- og 1600-tallet.
Oppdagelser innen ingeniervitenskapene pa
1700-tallet forte til endringer — det moderne
Europa var i stepeskjeen, og dette fikk konse-
kvenser, ogsa for tegnefaget.

Framskrittets ildsprutende lokomotiv

Etildsprudlende Lokomotiv med sit Falge,
det Jernbanetog som er Fremskridtets
.. det er ikke et endeligt Tog, men et
uhyre, aldrig rastende, endelgst Tog,
Menneskehedens evige Higen mod
en stedsere idealere opfattet Frihed,
Civilisationens og Fremskridtets endelgse
Triumftog (Brandes, 1891, s. 406-407).

Det moderne Europa manifesterte seg gjennom
et utall tekniske nyvinninger, og oppdagelser
innen damp- og vannkraft ble epokegjorende.
Jernbanen ble en manifestasjon pa den nye tiden,
slik sitatet ovenfor, begeistret illustrerer. Nye
skoler for teknisk utdannelse vokste fram med
Ecole Polytechnique i Paris som en foregangs-
skole. Skolen var opprettet i 1794 for 4 lose de
mange samfunnsoppgavene i det postrevolusjo-
nere Frankrike. I motsetning til universitetenes
klassiske skolering var undervisningen ved Ecole
polytechnique fundert pa matematikkens og
fysikkens prinsipper. Dette skulle legge foringer
for ingenieryrkene, sa vel som for arkitekter og
handverksfagene. Felles var behovet for & kunne
utarbeid gode og neyaktige arbeidstegninger.

Utvikling av tegnefaget

Ved kunstakademiene ble den grunnleggende
tegneundervisning gitt som fegning etter forteg-
ning. Dette artet seg ved at elevene kopierte etter
mensterblad som gjerne var samlet i store plan-
sjeverk. Forst pa heyere niva i undervisningen,
og da for kunstelevene, ble det benyttet levende
modell. Tegneundervisning med fortegning ble
til dels viderefert ved Ecole Polytechnique,
men her ble det ogsa utviklet nye former for
tegning: geometrisk og deskriptiv tegning, for
presise gjengivelser av tredimensjonale former,
for fremstilling av grunnriss, oppriss og snitt
(Glent, 1977).

Undervisningen ved Tegneskolen

Tegneskolen i Christiania fikk sitt forste regle-
ment i 1822. Reglementet fastsatte at tegningen
var skolens grunnleggende prinsipp (Kongeligt
Reglement, 1822). Dette vedvarte gjennom
hele 1800-tallet, men tegneundervisningen lot
seg ogsa pavirke av den tekniske utviklingen i
Europa. Noe som gjenspeilte seg bade i skolens
reglementer, og i undervisningsmaterialet som
ble benyttet.

1 1888 ble det vedtatt en ny plan for skolen,
med pafelgende reglement for undervisnin-
gen 1 1889. I skoleplanen (1888) heter det at

det i Konstruksjonsklassens forste trinn skulle
gis oppleering i «geometrisk tegning, projekti-
ons- og perspektivtegning», mens det i andre
trinn skulle undervises i «deskriptive geometri
og maskintegning» (Plan for den kg. norske
Kunst- og Haandverksskole i Christiania, 1888).
Undervisningen i deskriptiv geometri skulle gis
ved «Tegning efter Holst og Johannesens, Brochs
samt Leroys Larebeoger med Anvendelse pa
Skyggelaren» (Plan for Undervisningen, 1889).

Maskintegning

Det herer med til sjeldenhetene at skoleregle-
mentene la s direkte foringer, og detaljeringsni-
vaet avdekker en ensket utvikling for tegne-
undervisningen — mot de tekniske idealene.
Begrepene som ble anvendt leder imidlertid til
nye sporsmal. Blant annet er ikke «maskinteg-
ning» selvforklarende i vér tid. Var dette snakk
om tegning med maskiner, eller av maskiner?

Lener vi oss i dette spersmalet pa et enda
tidligere reglement fra Tegneskolen (1869) frem-
kommer det at det skulle gis undervisning i
«Konstruksjonstegning med serlig Hensyn
til Maskinvasen» (Plan for den Kongelige
Tegneskole i Christiania, 1869). Dette ber sees
isammenheng med tiden, som pad mange mater
var 4 anse som mekanikkens tidsalder med
industrialismen som samfunnets viktigste pre-
missleverander. Det var imidlertid ikke bare
industrien som krevde maskiner. Nyvinninger
innen bygningsteknologien skapte ogsa behov
for maskiner og verktey — pa byggeplass.
Ingeniorene og arkitektene matte beherske
kunnskapen a konstruere dette.

Theodor Broch

I 1848 kom Theodor Brochs Lerebog i
Bygningskunsten. Neermest bestemt for den
militeere héiskoles elever. Kaptein Broch (1796—
1863) hadde bakgrunn som ingenieroffiser, men
var ogsé tilknyttet Tegneskolen: som foredrags-
holder fra 1819, og fra 1851 som leder av skolens
direksjon. Denne kombinasjonen satte ham i en
seeregen stilling da han langt pa vei kombinerte
kunstakademienes idealer, som tegning av klas-
siske sgyleordener, med teknikk og maskinteg-
ning. Blant annet omhandler leereboka hans ulike
verktay til anvendelse i byggeprosessene, som
enkle bor og slegger, men ogsa mer avanserte
konstruksjonstegninger for plassbygde maskiner
som heisekraner og boremaskiner.

Julien-David Leroy

Julien-David Leroy (1724-1803) var profes-
sor ved Ecole Polytechnique. Tegneskolens
reglement (1889) fastsatte at ogsa han skulle
benyttes i undervisningen, og kildene viser at
skolen gikk til innkjep av hans verk Traité de
Steréométrie i skolearet 1854/55 (Boger med
tilhdrende Tegninger og Kobbere, Lobe No 89).
Funn av et elevarbeid utfort i 1859 gir gode
indikasjoner pa at Leroy faktisk ble benyttet
i undervisningen. Elevarbeidet var utfort av
Harald Frolich i 1859. Motivet er en buet &pning
med sokkel omgitt av puss i kvaderimitasjon.

Tegningen er en gvelse i beskrivende geometri
med konstruksjon av egenskygge og slagskygge.
De enkeltkrumme nisjene karakteriseres som
egenskygge, men samtidig som slagskygge da
den sirkulaere &pningen pé nisjen kaster skygge
pa seg selv og innover i hulrommet.

Teknisk utdannelse
- et nasjonal anliggende

Tegneskolen var med reglementene utover
1800-tallet tenkt & veere en skole ogsa for tek-
niske utdannelser, da med undervisning i geo-
metrisk og deskriptiv tegning. At skolen hentet
inn toneangivende verk fra Ecole Polytechnique
vitner om at den var godt oppdatert pa utvik-
lingen i Europa. Néar det kom til stykket var det
imidlertid ikke tilstrekkelig, og mot slutten av
1800-tallet startet Kirke- og undervisningsde-
partementet et storre arbeid for 4 underseke lan-
dets tekniske utdannelse og hvordan oppgaven
skulle loses. Resultatet var Noregs Tekniske
Hogskole i Trondheim som startet opp i 1910.
Nasjonens hayere tekniske utdannelse ble med
det lagt dit. Tegneskolen for sin del fortsatte med
tegneundervisning, til langt ut pa 1900-tallet.

Mathilde Sprovin, PhD
Fortidsminneforeningen
mathilde@fortidsminneforeningen.no
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Samandrag

Artikkelen har begynnaroppleering i teikning
som tema. Ved & studere fagstoff om teik-
neopplaeering nytta ved norske grunnsku-
leleerarutdanningar, utviklar denne teksten
tre ulike teoretiske kategoriar som skildrar
teiknemetodiske tilneermingar. Kategoriane
er forma med stat se- 0g skriveopp-
leeringsfeltet og omgrepg/analytiske og synte-
tiske tilneermingar, t kunnskapsteoretiske
og leeringsteoreti isjonar. | tillegg blir
omgrepet progresjon ved Ralph Tyler (1948)
nytta for & utdjupe det som kjem fram. Bidraget
er meint & vere ein forsiktig start pa a utvikle
ei teikneteoretisk plattform til statte for dei
institusjonane som utdannar leerarar for dei
minste i skulen.

Nokkelord: tegning, tegnemetode, Kunst
og handverk, begynneroppleaering, analytisk
tilneerming, syntetisk tilneerming, fenomenolo-
giskinngang, vertikale og horisontale forhold
ved progresjon, lese- og skriveoppleering,
leeringsteori.

Karen Braeenne & Janne Heggvoll

Begynnaropplaering
| teikning - ein analyse
av teiknemetodar

Innleiing

Finst der framgangsmatar for a lere born a
teikne, og er det visse strekar, punkt, krusedul-
lar eller métar & registrere pa som gjev grunn-
lag for utvikling, dei fyrste ara i grunnskulen?

Fra historisk hald finst det fleire kjelder som
fortel at teikneundervisning har vore sentralt
i skulesamanheng, og som del av kulturopps-
edinga generelt. Der finst teiknemanualar fra
byrjinga av 1800-talet, forma av kunstutdann-
arar frd England, US A og India (Kantawala &
Daichendt, 2017). Bekene vitnar om teikneun-
dervisninga sitt innhald, mal og metodar, og dei
fortel at ved industrialiseringa og framveksten
av tekstilindustrien 1 England vart teikning ein
prioritet, og sentralt innhald i allmenndanninga
(Kantawala & Daichendt, 2017). I Norden
fortel historia at ulike leeremiddel blir nytta i
teikneundervisninga, der elevane teikna etter
plansjar, elevhefter og leraren si forteikning
pé tavla (Lysne, Melbye, & Jordheim, 1988).

Utover 1900-talet blir teikneundervisning,
forstatt som forteikning, og det & folgje reglar
og faste konvensjonar, sett pd som «terr og
blodlaus akademisme» (Storaas, 1996). Med
dei reformpedagogiske stroymingane i same
tidsrom blir synet pa teikneundervisning endra,
og studiar av barn sine sjoelvinitierte teikne-
handlingar, drivkrefter og meiningsskaping,
kjem til. Froydis Storaas skildrar frd dette ein
konflikt mellom barnet sine eigne krefter og
tildriv, det skapande imperativet — mot den
andre sida, «presset fra det som skal larast
inn» (Storaas, 1996, p. 12). 20 ar seinare blir
spoarsmalet om denne polariseringa mellom det
vaksne laerestoffet og det frie, sjolvinitierte og
barnlege, kan skuldast & vere ein kunstig kon-
trovers, og ogsa hemmande for utviklinga av
undervisningsfeltet teikning (Braenne, 2011).

Elevar teiknar mykje pé skulen dei fyrste
ara i grunnskulen. Dei teiknar som belenning
i pausar, dei teiknar «eit minne frd sommarfe-
rieny», haustlauv i naturfagtimen og dei teiknar
seg sjolv. Om denne teikneaktiviteten har fagleg
stotte, er usikkert. Professor i fagdidaktikk Liv
Merete Nielsen utviklar omgrepet «Resistance
to Teaching Drawing» (RTTD), og forklarer
korleis leerarar i kunst- og designfagleg under-
visningspraksis har utvikla motstand til teik-
neopplering (Nielsen, 2014).

Tematisk avgrensing
og tidlegare forsking

Begynnaroppleering

Denne artikkelen har «begynnaroppleering
i teikning som ei overordna avgrensing.
Omgrepet begynnaropplaring blir nytta i sku-
lekonteksten generelt om den fyrste opplaringa
i ulike fag (sja mellom anna http://www.skri-
vesenteret.no/barneskole/). Innan den teorifag-
lege skulekonteksten er omgrepet etter kvart
kjent og velbrukt. I 2006 knyter professor og
pedagog Peder Haug begynnaropplaringster-
men til den fyrste lese- og skriveopplaringa,
den fyrste matematikkopplaringa og den fyr-
ste engelskoppleringa (Haug, 2006). I den
engelskspraklege konteksten blir omgrepet

gjerne formulert som «developing early lite-
racy skills» (Lonigan & Shanahan, 2010), eller
som «teaching at beginners level» (https://
www.udir.no/arkivmappe/Ordbok/). At omgre-
pet begynnaropplaring i dag ogsé er del av
ein breiare skulefagleg kontekst enn sprak og
matematikk, blir godt synleg i arbeidet med ny
leerarutdanning i Noreg.

Gjennom det nasjonale kvalitetssikrings-
organet NOKUT si godkjenning av Master i
grunnskulelererutdanning (1-7 og 5-10) 1 2016,
er definisjon av, og innhald i, begynnaropp-
leering i alle faga, eit av krava som skal med
i soknadane. Dette omfattar mellom anna det
innhaldsmessige aspektet, altsa kva lerestoff
som heyrer til dei fyrste ara, og progresjon i
leerestoffet. Men omgrepet har ogsé eit vidare
omfang enn berre det reint faglege.

Haug knyter begynnaropplaring til omgre-
pet «tilpassa opplaering» og inkluderer korleis
leerestoff, arbeidsmatar, vurderingsformer og
undervisningsmetodar skal tilpassast eleven
sine foresetnader og eleven sin lokal- og hei-
mekultur. Historisk har dessutan omgrepet hatt
ulikt innhald. Madssen og Birkeland syner
korleis lereplanverka gradvis er med a endre
begynnaropplaringa (1995). Normalplanane
fra 1939 byggjer pa reformpedagogiske prin-
sipp med individualisering, samla undervisning
pa tvers av faggrenser og formativ vurdering,
medan eit langt storre krav om kunnskapsti-
leigning blir synleg etter 1987 (Birkeland &
Madssen, 1995).

Professor og pedagog Thomas Nordahl
poengterer at det i dag er godt dokumentert at
nokre tilneermingar til, og strategiar i undervis-
ning gir betre leeringsresultat enn andre. Det er
ikkje slik at all undervisning verkar like godt.
I ein artikkel fra 2015 er Nordahl skeptisk til
full metodefridom i norsk skule. Han hevdar
at leeraren med forskingsbasert kunnskap om
dei gode undervisningsmetodane gjer val i
undervisningssituasjonen basert pa denne kunn-
skapen, og at han handlar mindre tilfeldig og
automatisert (Nordahl, 2015). I dag nyttar ein
gjerne omgrepet leeringsstrategiar om medvitne
handlingar som eleven gjer for a fremje si eiga
forstaing i ein laeringsprosess (https:/www.
udir.no/upload/larerplaner/veiledning/larings-
strategier.pdf). Omgrepet far synleggjort at ein
leeringsprosess er kompleks og mangfaldig, slik
Haug poengterer, og at eleven ogsé kan velje,
meir og mindre, kva for strategi som passar han.

Leringsstrategiar vektar sjolve leeringsarbeidet;
modellering, tankeorganisering, sosialisering.
Omgrepet metode er naer omgrepet strategi, men
innlemmar i mindre grad eleven som medviten
akter. Ved a nytte omgrepet teiknemetodar ser
vi pa framgangsmatar for & lare & teikne, for-
midla og konkretisert gjennom faglitteratur.

Teiknemetodar

Vare sgk (Oria, Eric, Norart, Academic Search
Elite) syner at det i liten grad er gjort forsek pa
a samle, sja likskapar og ulikskapar av faglege
bidrag innan begynnaropplering i teikning. Vi
mater ogsa ei utfordring ved at sekeomgrepa
ikkje gjev relevante treff. Omgrepa drawing and
(basic skills or skills development or teacher
education or elementary education or early
childhood education or teaching beginners or
beginners or early literacy skills), samt tilsva-
rande sekeord pé norsk gjev treff pa litteratur
innan hobbysjangeren, og mykje handlar om
forsking pa barn si teikneutvikling. Her er bade
den sosiokulturelle forklaringsmaten og den
utviklingspsykologiske forklaringa ved Victor
Lowenfeld (1903-1960) teoretiske plattformer
(Haabesland & Vavik, 2000; Lowenfeld, 1947).
Eit smalt utviklingspsykologisk perspektiv,
jamfer Lowenfeld, blir ikkje utdjupa i denne
artikkelen da dette teorigrunnlaget i dag er
utfordra fra pedagogisk og fagdidaktisk hald,
og responderer lite med dei teiknemetodiske
bidraga denne analysen samlar.

Fra amerikansk hald er ekteparet Brent og
Marjorie Wilson representantar for den sosio-
kulturelle forklaringsmaten pa barn si teikne-
utvikling. Dei er s@rleg opptekne av korleis
barn og unge agerer i eigen biletkultur, kor-
leis dei laner av kvarandre og populerkultu-
ren, og korleis dei rekonstruerer. Fré seinare
studiar av mellom andre japanske skuleborn
sine Manga-liknande menneskeskildringar,
syner Wilson korleis biletkulturen som omgir
born i fritida har stor betydning for korleis dei
utviklar teiknespréket sitt (Wilson, 2004). Den
danske psykologen Kristian Pedersen konklu-
derer med tilsvarande i sitt doktorgradsarbeid
fra 1999, der han studerer teiknepraksisen til
guten Bo (Pedersen, 1999). Bo si teikneutvik-
ling er tydeleg prega av omkringliggande sosi-
ale og kulturelle omgjevnader. Pedersen nyttar
omgrepet «billedsocialisationy.

Den norske teiknedidaktikaren Nina Scott
Frisch star ogsa i den sosiokulturelle tradisjonen.

Struktur Progresjon
Byggeprinsipp, korleis er Vertikale tilhgve: kontinuitet, rekkefalge
fagstoffet bygd opp Horisontale tilhgve: integrering
Syntese - analyse
Faginnhald Teiknehandling Utanforliggande faktorar
Byggesteinar, kva blir definert Hukommelse Teikneteknikk/media
som basis (Med inspirasjon fra Observasjon Komposisjon

wilson, wilson & hurwitz, 1987) Fréa tekst til teikn

Eksperimenterande

Sjanger/stil
Tema

Kunnskapsteoretisk posisjon
og Laeringsteori

Fenomenologi

Sosiokulturell lzeringsteori
Kognitiv konstruktivisme

Tabellen fungerer som ei open ramme som har gjort det mogleg & sortere bidraga.
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Med utgangspunkt 1 doktorgradsavhandlinga
«To see the visually controlled» (Frisch, 2010),
der ho gjer systematiske observasjonar av born
sin teiknepraksis, utviklar Frisch eit teoretisk
rammeverk kring teikneundervisning som er
mykje nytta i det norske leerarutdanningsmiljoet.
Fré desse observasjonane blir barn sine leerings-
prosessar i teikning drofta ut frda mellom anna
det teoretiske rammeverket til kunsthistorikar
Gombrich og semiotikken ved Bakhtin. Arbeidet
er ogsa ei vidareforing av Liv Merete Nielsen
sitt doktorgradsarbeid fra 2000, «Drawing
and Spatioal Representations. Reflections on
Purposes for Art Education in the Compulsory
School» (Nielsen, 2000).

Eit anna doktorgradsarbeid som ogsa
tematiserer teikning som eit sprakleg feno-
men er «Mind the gap! Om tegning og tilbli-
velse. Udkast til en tegnefilosofi» (Hejlund,
2011). Utan at Hejlund gjer studiar av barn
sine teiknehandlingar kan arbeidet ha klare
fagdidaktiske implikasjonar. Hejlund er opp-
teken av tilheve mellom teiknaren sin praksis
og teikning som objekt. Mellom desse to skaper
teikninga eigne spor som ogsa gir attende til
teiknaren. Prosjektet har ei teiknefilosofisk for-
ankring og utforskar mellom anna korleis sjelve
teiknehandlinga skaper nye tankar som igjen
blir avgjerande og paverkar prosessen. Med
stotte fra den franske sprakteoretikaren Roland
Barthes og den italienske filosofen Giorgio
Agamben forseker Hojlund a belyse det tause,
udefinerte og ikkje-forventa i ein teikneprosess.

Studiar av barn sin teiknepraksis har stort
omfang, og bade den amerikanske og nordiske
fagkonteksten har lange forskingstradisjonar
pa dette omrade fré fagdidaktisk, pedagogisk
og psykologisk hald (Storaas, 1996). Vi har
ikkje som intensjon i denne artikkelen & gjere
eit oversiktsstudie av forskingslitteraturen pa
barn sin teiknepraksis, men desse teikneteo-
retiske bidraga fungerer som eit bakteppe og
referansegrunnlag nar vi dreftar innhaldet i
ulike teiknemetodiske retningar i var analyse.

Problemomrade og forskingsmetode

Grunnlaget for denne artikkelen er & analysere
det som finst av lerestoff som har aktualitet
innan teikning, og er retta mot 1.-3. klasse, innan
det norske leerarutdanningsfeltet. Vi ynskjer a
sja om det er mogleg ved hjelp av teoretiske
omgrep og kategoriar fra tilstotande fagfelt, a
bidra til & utvikle ei teiknemetodisk plattform
til stotte for dei institusjonane som utdannar
leerarar i dette faget. For a finne litteratur som
er i aktiv bruk, har vi kontakta alle leerarutdan-
ningar i Norge, der faget Kunst og handverk
har eit minimumsomfang pa 30 studiepoeng.
Institusjonane har informert om kva litteratur
som blir nytta pé teikneopplearing generelt, og
begynnaropplering spesielt. Litteraturen omfat-
tar bade forskingsbasert teikneopplering, men
ogsa ikkje-fagfellevurdert leerestoff. I denne
artikkelen refererer vi noko av dette fagstof-
fet som eksemplifisering av den strukturen vi
meiner a identifisere i det samla materialet.
Analysen av litteraturen er vidare spissa
mot korleis grunnleggande teikneopplering
blir framstilt og forklart. Dette rerer ved kor-
leis forskarar eller laerebokforfattarar definerer
basis, den elementere, grunnleggande eller
tidlege oppleringa i teikning. Var intensjon
er a studere kva som ligg i «fagleg stotte»
formidla fra teoretisk hald, og der lerarstu-
dentar og lararar i dei lagaste klassestega er
malgruppe. Tilnerminga har veksla mellom a
studere innhaldet i faglitteraturen og a sekje
teoretiske omgrep som kan vere med & utvikle
systematikken i det som blir lese. Etter den
fyrste fasen av analysearbeidet har vi utvikla
folgjande analytiske kategoriar som ramme:
Ved a studere leerestoff som er formalisert i
skriftleg og visuell form, vil vi mest truleg sja
pa ein liten del av korleis teikneundervisninga i
praksis gar fore seg. Malet med dette studiet er

saleis ikkje & studere teiknemetodiske tilnaer-
mingar som dominerer praksisfeltet, men & sja
dette meir frd ideelt hald — kva som karakteri-
serer ulike metodar i grunnleggande teikneopp-
leering. Vi kategoriserer fagstoff og forsking i
ulike retningar innan den tidlege teikneopplee-
ringa, og analysemetoden har fellesskap med
slik Gibbs definerer datastyrt koding (Gibbs,
2007). Dette betyr mellom anna at analyse og
datainnsamling er parallelle prosessar i arbeidet
vart. Vér erfaring tilseier at teori om teikneme-
todar er kompleks pa fleire matar. Med & foku-
sere pa felles dominerande sartrekk, og rydde
til side det som er mindre variasjonar over det
same, ynskjer vi & forenkle og abstrahere dette
feltet. Vi ynskjer & skape oversikt. Vi ser dette
som ein felles konstruksjon, mellom var fortol-
king av litteraturen i dialog med forfattarstem-
mene, jamfor det brukte sitatet til Strauss og
Corbin, «Theorizing is the act of constructing
(...)» (Strauss & Corbin, 1998, s. 25).

Fyrste fase i analysearbeidet har vist at
definisjon av det grunnleggande, fyrste steget i
teikneoppleeringa blir forstatt og forklart ulikt.
I denne artikkelen har det strukturelle vore eit
viktig utgangspunkt for analysen. Vi sekjer
svar pa om teiknemetodane kan definerast ut
fra kategoriane, fra del til heilskap, og fra heil-
skap til del. I tillegg utdjupar ulike teoretiske
fragment dei kategoriseringane vi gjer.

Teoretiske perspektiv

Begynnaroppleering innan

lese- og skrivedidaktikken

Det skrivedidaktiske feltet har utvikla variert
systematikk i arbeidet med skriveoppleringa i
grunnskulen. Nar elevar i forste klasse lerer &
lese og skrive, kombinerer ein lesing og skri-
ving for & auke skriftkyndigheit (Teonnessen &
Vollan, 2010, s. 22). Det internasjonale fagmi-
ljoet pa den forste lese- og skriveoppleringa er
rikt, og bade lerarar og forskarar ser pa korleis
leeraren best stottar elevar i lese- og skriveut-
viklinga (Aamotsbakken & Askeland, 2013;
Barton, 1994; Bereiter & Scardamalia, 1987;
Haland et al., 2005). A knyte skulefaget Kunst
og handverk, som generelt sett har ein kort og
relativt mager forskingstradisjon pa lerings-
strategiar, til eit fagomrade som er forankra i
ein sterk forskingstradisjon pa lese- og skrive-
opplaring, er interessant. Forskingsomfanget
er stort, det er tett pa eleven og klasseromskon-
teksten, og det handlar om teikn, uttrykk eller
kommunikasjon og teiknproduksjon. Med & lane
teoretiske omgrep og innhald fra den skrivedi-
daktiske litteraturen vonar vi at fagkryssinga vil
kunne skape struktur i analysen, og gje teoretisk
innsikt i fenomenet teikneopplering. Dette tyder
ikkje at det & leere a skrive er det same som &
leere & teikne, men at der er noko systematikk
som kan gi hjelp til & skape oversikt.

Omgrepa syntetiske

og analytiske metodar

Syntetiske og analytiske metodar forklarer fram-
gangsmatar for a leere a lese og skrive. [ dag ser
dette ut til & g& mest fore segi vekslinga mel-
lom desse to, omtalt som «Balanced approach»
(Myrberg, 2001).

Ordet syntese kjem frd gresk og tyder
«samanstilling av delar til ein heilskapy (Traavik
& Alver, 2008). I sprakfagleg samanheng blir
syntetiske metodar ogsa kalla «bottom up»-me-
todar da dei har dei lagaste nivaa i skriftspra-
ket, bokstavar og stavingar, som utgangspunkt.
Innanfor denne tradisjonen finst fleire metodar.
Dei mest kjende er lyd- og stavelsesmetodane
(Traavik & Alver, 2008). Hovudprinsippet er at
eleven lerer lyden og forma pa bokstaven, even-
tuelt stavinga. Deretter lyderer eleven enkelt-
bokstavane, og seier ordet. Orda som blir brukt
i den forste oppleringa er ofte korte enkle ord
som los, vev, sil (Traavik & Alver, 2008).

Ordet analyse kjem ogsa fra gresk og tyder
«opplesning av et hele i ulike bestanddeler»

(Traavik & Alver, 2008). Dette blir kalla
«top-down»-metodar, og har ein betydnings-
berande del av skriftspraket som utgangspunkt:
ord, setningar eller sma tekstar (Kulbrandstad,
2003). Strukturen gar fra arbeid med setningar
og ord, og deretter «ned til» den enkelte bok-
staven (Traavik & Alver, 2008). Innan denne
retninga blir mete med meiningsfulle tekstar og
innhaldsforstaing eit kjernepunkt. Her er ogsa
fleire metodar utvikla, og den mest kjende er
truleg LT G metoden, «Lesing pa talens grunn»
(Kulbrandstad, 2003). Metoden handlar om a
utnytte barn sitt eige talesprak, deira interes-
ser og opplevingar. Barn skal erfare at skrift
er meiningsfullt, og at det dei seier ogsé kan
skrivast ned.

Progresjon

I tillegg til termar fra sprakfeltet finn vi at ogsa
omgrepet progresjon, forklart fra pedagogisk
hald, utfyller det syntetiske og analytiske per-
spektivet og gjev hald til nzerlesing av teikne-
litteratur. Termane vertikale og horisontale for-
hold er henta fra ein klassisk artikkel av Ralph
Tyler (1948), omsett av Erling Lars Dale i 1996,
og skildrar kva som ligg i omgrepet progre-
sjon i ein utdanningskontekst. Tyler forklarer
korleis utdanningserfaringar ma organiserast
pa ein slik mate at dei forsterkar kvarandre.
«Nar vi betrakter organisering av leringser-
faringene kan vi undersgke deres forhold til
hverandre over tid, fra et omrade til et annet.
Disse to typene forhold skal refereres til som
vertikale og horisontale forhold» (Dale, 1996,
s. 103). Begge aspekt har betydning for den
kumulative effekten av utdanningserfaringa,
seier Tyler. Organisering av laeringserfaringar
blir summert i tre hovedkriterium; kontinuitet,
rekkefolge og integrering. Kontinuitet refererer
til den vertikale gjentakinga av viktige element
i leereplanen. Det handlar om mengdetrening,
gjentaking av det same. Gjentaking ferer til
utvikling og progresjon over tid, i folgje Tyler.
Rekkefolge er eit anna vertikalt forhold som
ogsa handlar om kontinuitet, men gar utover
det. Rekkefolge er & bygge kvar erfaring pa
det som har vore for. Det tyder at ein ber lere
ein del for ein kan ga vidare til neste, for sé &
bygge pa med stadig auka kompleksitet. Barn
leerer til demes ofte & summere for ein lerer
gongetabellen. Dette foreset at ein rangerer
leerestoffet i ulike vanskegrader.

Integrering handlar ogsa om progresjon,
men gjennom a sja samanhengar pa tvers, slik
at den leerande i auka grad far eit heilskapleg
syn pa si leeringserfaring. Dette er eit horisontalt
forhold, og det representerer ein annan mate a
forsta utvikling pa. Opplering som har ei tema-
tisk organisering, der stoff fra vidt ulike fagdis-
iplinar byggjer opp om eit felles laeringsmal,
har ei slik horisontal organisering. Vi forstar
dette som at integrering betyr storre abstrak-
sjon, kritisk refleksjon og at fagovergripande
kompetansar er sentralt.

Kunnskapsteoretiske
Posisjonar og laeringsteori
Studien omfattar ulike perspektiv pa kunnskaps-
grunnlaget for teikneopplering. Dei faglitteraere
bidraga presenterer framgangsmatar for a leere
teikning, men der struktur, teiknehandling, tek-
nikk, tema og sjanger varierer. Maten fagteori-
ane er bygde opp og vektar innhald fortel, oftast
implisitt, om kunnskapsteoretiske posisjonar og
ulike leeringsteoretiske perspektiv. Ved & pre-
sentere dei overordna teoretiske posisjonane er
hensikta & kontekstualisere teiknemetodane, og
presisere skilnader mellom ulike tilneermingar.
Fenomenologien blir ofte referert med opp-
hav i Edmund Husserl (1859-1938), og at ret-
ninga bade kan forstaast som ein metode og
ein filosofisk stastad (Alvesson & Skoldberg,
2000). Fenomenologien handlar om a studere
fenomena slik dei star fram for oss som subjekt
(Johansson, 2017). Mennesket gjer subjektive
erfaringar gjennom involvering i verda. Ved ei

fenomenologisk tilnaerming er det avgjerande &
nerme seg gjenstanden for utforsking sé fore-
setnadslaust som mogleg. Dette blir omtala som
ein idiografisk tilnermingsmate (Trondalen,
2002). Eit anna kjerneomgrep er intensjonali-
tet. Menneske rettar sitt eige medvit mot noko,
og det intensjonale objekt er verken subjektivt
eller objektivt, det er levd («lived») (Alvesson
& Skoldberg, 2000).

Ein annan kunnskapsteoretisk posisjon som
kan utvide nerlesinga av teiknelitteraturen er
konstruktivismen. Omgrepet konstruktivisme
femner vidt. Det viser béade til teori om kunn-
skap, og ogsa om korleis mennesket tileignar
seg kunnskap. Den radikale konstruktivisme
hevdar at kunnskap ikkje er noko som finst
«der ute» eller i seg sjolv, men at tenkande
vesen sjolve konstruerer kunnskap ut fra eigne
erfaringar (Imsen, 2005). Stastaden er saleis
noko anna enn det fenomenologiske tanke-
godset der opplevinga av fenomenet «i seg
sjolv» er framheva. Jean Piaget (1896—-1980)
representerer den kognitive konstruktivismen
som vektar det som skjer med ein person sine
mentale strukturar under leeringa. Interaksjonen
mellom individ og omverda er utgangspunktet
for korleis mennesket skaper meining i tilveeret.
Imsen papeikar at leeringa, eller konstruksjonen,
skjer «i hovudet» til den som larer og at dette
blir ei personleg sak (Imsen, 2005).

I denne artikkelkonteksten er det serleg
Piaget sin teori om innhaldet i ein leeringspro-
sess som har relevans. Gjennom aktiv handling
og utforsking erfarer menneske verda (tinga)
omkring. Det som er erfart og sit att pa det
indre mentale planet, blir ikkje eit statisk min-
nespor, men eit aktivt handlingsmenster. Dei
indre representasjonane av slike handlings-
menster kallar Piaget for skjema (Imsen, 2005).
Kognitive skjema og kognitive strukturar viser
til tenking pa eit hegare mentalt niva. Personen
kan sja samanhengar mellom ulike erfaringar,
og endrar og utviklar sine kognitive skjema som
konsekvens. Dei indre skjemaa kan fungere pa
to matar i den mentale utviklinga. Assimilasjon
er nodvendig nar vi star i nye situasjonar, og
ein prover & forsta det ein sansar. Det nye blir
redusert og tilpassa til noko ein kjenner fra
for. Dersom gapet pa den tolkinga barnet har
funne ikkje er tilfredsstillande, kan det skje ei
reorganisering, ei utviding og endring av gamle
skjema. Dette omtalar Piaget som akkomoda-
sjon. Endringane i dei kognitive skjemaa gar fore
seg i eit programmert meonster, jamfor Piaget.
Enkle strukturar blir samordna og kan sa byggast
inn i meir komplekse strukturar. Utviklinga skjer
irorsle fra konkrete «leike- og ta pa-skjeman til
meir abstrakt resonnering.

Piaget sin teori blir kritisert for & ikkje ta
omsyn til den spraklege og sosiale dimensjonen
ved laeringsprosessar. Sosiokulturelle perspektiv
pa leering ser pa leeringsprosessar som dialogar
eller samspel mellom individ, kulturar og sosiale
relasjonar. I samband med teikneopplering er
det seerleg den teoretiske plattforma til russaren
Lev Vygotsky (1896—-1934) som gjev meining.
Han teoretiserer omgrepa sprak og mediering,
og skildrar spaningstilheve mellom samfunn og
individ. Vygotsky hevdar at barnet si spraklege
utvikling paverkar tanken, og at det gjennom
a bruke spréaket stadig utviklar sitt eige intel-
lekt (Imsen, 2005). Hos Vygotsky blir «sign»
(teikn) forklart som ein medierande hjelpar
mellom stimulus og respons. Medieringa, eller
det spraklege, er det som far betyding for kor-
leis mennesket kan bryte med den biologiske
utviklinga og skape heilt nye former for kulturelt
tinga leeringsprosessar. Og sjolv om omverda
paverkar mennesket si intellektuelle utvikling,
er ogsa mennesket i stand til & omskape omverda
gjennom sprakleg mediering. Ved hjelp av spra-
ket kan individet kontrollere sine eigne hand-
lingar (Imsen, 2005). Dette tankegodset leier
vidare til sosialsemiotikken og literacy-feltet
som teoretiserer maktdimensjonen som ligg i
det a eige sprakkunnskapar. Feltet formidlar
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Figur 1. The 5 basic elements of shape, Mona Brookes (1996).

ein overordna visjon om a gjere elevar fra ulike
sosiale lag budde til & beherske dei spraklege
sjangrane som samfunnet krev (Cope, Kalantzis,
Luke, Cazden, & Kress, 2011). Literacy blir tra-
disjonelt forstatt som det tekstlege, men det har
ogsé ein vidare sprak (eller teikn)-definisjon der
bade to- og tredimensjonale artefakter er inn-
lemma (Frisch, 2013).

Teiknemetodiske tilnaermingar

Fra analysen framstiller vi teiknelitteraturen
i dette kapittelet i tre grove kategoriar; den
syntetiske tilneerminga, den analytiske tilneer-
minga og den fenomenologiske inngangen. Vi
nyttar omgrepet «tilneermingar» om det analy-
tiske og syntetiske da fagteoriane ber preg av
planmessige framgangsmatar, grunna i enkelte
leeringsprinsipp. Med omgrepet «inngang» om
det fenomenologiske, er intensjonen a fa fram at
denne litteraturen ikkje byggjer pa faste menster
eller strukturar, men der den subjektive opple-
vinga er kjernen.

Syntetisk tilneerming i teikneoppleeringa

Bade eldre teikneverk fra midten av 1800-talet
og utover 1900-talet (t.d. Tyrihjell-hefta 1919),
og nokre av bekene i vart materiale inneheld
metodar som har utgangspunkt i dei minste
elementa i det visuelle spréket. Innhaldet i
fagstoffet er oving av ulike typar linjer som
konveks og konkav, horisontal og vertikal,
bua og rett. Prinsippet er at ein kan byggje alle
former med linjene som eit grunnrepertoar. Dei
fungerer som eit alfabet av primitive former
(Kantawala & Daichendt, 2017). Ved a ove pa
eit mangfald av linjer, utan a fokusere kva for
innhald desse formene kan representere, blir
starten pa begynnaroppleringa skjerma fra det
meir komplekse ved figurasjonar. Vi fortolkar
dette som ei syntetisk tilneerming i teikneopp-
leeringa. Organiseringa av laerestoffet ved den
syntetiske tilneerminga byggjer pa vertikale for-
hold som kontinuitet og rekkefolge, og oving
av dei enkle minste elementa blir plassert tidleg

i leringsforlepet. Implisitt i dette eksisterer ei
forstaing av at «del» eller enkeltelement ber
ha plass for noko anna, og at dette utgjer basis.
@ving av enkle formelement bor lerast for
studie av primarformer eller menneskekropp.

Framgangsmaten er tufta pa at barn forstar
del for heilskap, og at ved & hauste erfaringar
fra eigen aktivitet i omgang med enkeltelementa
utviklar barnet gradvis forstaing for samanhen-
gar og meining. Gjennom teiknegvingar med
tilpassa vanskegrad loyser elevane oppgaver
gjennom aktiv deltaking. Ved & ove og erfare
dei ulike elementa utvidar eleven sitt erfarings-
repertoar. Den individretta nivadifferensieringa
har forgreiningar til Piaget og den kognitive
konstruktivismen. I fylgje Piaget organiserer
mennesket tankeprosessar i kognitive strukturar,
sékalla skjema (Lyngsnes & Rismark, 2013).
Barn laerer ved & plassere erfaring inn i slike
mentale skjema. Dette blir forklart gjennom
omgrepet assimilasjon.

I ei av bokene frd vart sek, som utmerker seg
ved a organisere fagstoffet vertikalt, der bade
kontinuitet og rekkefolge kjenneteiknar progre-
sjonen i boka, finn vi «The Monart-Method»,
utvikla av teiknepedagog Mona Brookes fra
California. I «Drawing with Childreny, er mal-
gruppa definert som laerarar for dei minste borna
i grunnskulen (Brookes, 1996). Innleiingsvis
deler Brookes inn i to kategoriar teikning, den
symbolske og realistiske. Boka handsamar den
realistiske teikninga. Brookes (1996) deler det
visuelle form-mangfaldet inn i fem «basic ele-
ments of contour shapes» (sjé illustrasjon 2).
Ved det fyrste nivaet skal eleven pa ulike matar
ove desse formene, gjennom auge, kroppen og
medvitet, og gjennom handa. Desse fem kate-
goriane er igjen delt inn i «the dot and circle
family» og «the line family». Brookes poengte-
rer at ein ma forsta dette som basiselement, og
ikkje som basisformer. Med omgrepet element,
og ikkje form, framhevar Brookes at teikna enno
ikkje skal ha meining, slik ei form har. Men for
teikneprosessen startar underseker Brookes kva
niva elevane er pa. Elevane gjer mange gvingar

Figur 2. Structural Sketches (Willenbrink & Willenbrink, 2006).

der dei etterliknar ulike plasseringar av basise-
lementa, og med aukande vanskegrad fra niva 1
til niva 3. Brookes er oppteken av at dette ikkje
skal formidlast som testar med rette og gale
svar, men fungere som eit kartleggingsverktoy
til hjelp for laeraren i planfasen.

Brookes forklarer at ein frd laerarhald ma
la eleven etablere desse basiselementa ved a
observere og erfare omgjevnadene, for ein gar
vidare til neste nivd. Mange av evingane er
sakalla «eye warm-upsy. Etter at barnet er gjort
kjent med teiknereiskapen, og har funne men-
tal ro og skjerpa sanseapparatet med oppvar-
mingsevingar, er neste steg a teikne elementa
bade tilfeldig og strukturert. Dei fyrste teikneo-
vingane er isolerte til det abstrakte. Noko seinare
introduserer Brookes det 4 teikne «recognizable
objects». Eleven meter fyrst sirkelen sin kontur,
og lerer seinare korleis den er fylt med volum
og kan skuggeleggast. Framstillinga syner i alle
ledd ei rorsle fra del til heilskap. Brookes gér
frd enkle element til former, fra det abstrakte til
det konkrete, fra sanseleg og kroppsleg erfaring,
omsett til streken pa papiret. Teikneopplaeringa
har ein syntetisk struktur.

Kritiske rayster til den syntetiske
tilnserminga

Fra sprakfeltet blir den syntetiske tilnerminga
som lese- og skrivestrategi verdsett fordi ein
gjennom dette kan legge til rette for ein syste-
matisk, planmessig instruksjon og progresjon
(Traavik & Alver, 2008). For somme elevar
gjev dette oversikt og tryggleik. Samstundes
blir metodane kritiserte for & vere einsidige, da
tekstene i byrjinga blir svaert avgrensa fordi ein
berre kan nytte dei fa bokstavane som er lert.
Ord som «los» og «sil» gjev lite meining for ein
fyrsteklassing. Metodane over fyrst og fremst pa
avkodingsferdigheitene, og strategien utviklar i
mindre grad leseforstaing fra starten av. Dette
vert hevda & fa konsekvensar for motivasjonen
til borna (Traavik & Alver, 2008).

Forsking pé barn si teikneutvikling har rela-
tivt stor utbreiing fra byrjinga av 1900 talet og
fram til vér tid (Gullberg, 2006). Fra ulikt hald
syner denne forskinga at barn i noksé ung alder
kan ha stort engasjement for & laere a teikne
ein kompleks visuell realisme. Mange born
har eit driv etter & na ei realistisk framstilling i
teikningane sine (Wilson, Hurwitz, & Wilson,
1987). Vidare syner forskinga pa det som fra
fagdidaktisk hald er omtalt som «teiknekrisa»
at mange mister motivasjon for a teikne allereie
19-10-4rs alder (Frisch, 2003). Borna opplever
at det blir vanskeleg a kontrollere motorisk dei
formene dei visuelt ser. Dei erfarer med andre
ord a ikkje meistre observasjonsteikning. Den
openberre stagnasjonen i barn si teikneutvikling
blir ogsa forklart som resultat av at teikneopp-
gaver i skulesamanheng i for liten grad loyser
reelle praktiske utfordringar, eller at motivkret-
sen sjeldan rerer ved borna sine interessefelt.
Ei kritisk innvending til den syntetiske tilner-
minga i teikning er, med dette som bakteppe,
at dei abstrakte element-gvingane kan gi lite
meining i eit barneliv d& evingane er forma ut
fré teikn-konstruksjonen, og ikkje fra kva born
er opptekne av, eller interesserer seg for. P4
same tid kan metet med eit forenkla og gjerne
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Figur 3. Polyeder (Retvik, 1998)

systematisk utdrag av det komplekse teikne-
feltet, kanskje fore til snar framgang som ved
neste steg gjer det lettare a laere a teikne ein
visuell realisme. Det er ogsé ein viktig skilnad
mellom sprakfeltet og det visuelle da bokstavar
har meir og mindre fast uttrykk eller form, og
skriftspraket er forma etter bestemte kulturelle
konvensjonar. Ein assosiativ fabulerande dimen-
sjon ved ei abstrakt teikneeving kan likevel
vekke interesse og engasjement pa ein annan
mate enn ved bokstavinneving.

Analytisk tilneerming

i teikneopplaeringa

Den analytiske tilneerminga, fra heilskap til
delar, har fleire retningar i dei kjeldene vi har
studert. Felles for metodane er at dei rettar
merksemd, gjennomgdande, mot det konkrete
meiningsberande, dei fysiske omgjevnadane —
ein menneskekropp, eit andlet, eit landskap, ein
stol. Det a handtere ei realistisk framstilling blir
framheva som eit viktig mal pa vegen til det a
bli ein kompetent teiknar med eit breitt, fortel-
jande repertoar. A handtere ei realistisk framstil-
ling blir fra Nina Scott Frisch forklart gjennom
omgrepet «Visuell kontroll». Teiknaren meistrar
verktoyet og kan skape meiningsberande teikn
for seg sjolv og fellesskapet (Frisch, 2010).

Organisering av fagstoffet i dei bekene vi
finn at dekker ei analytisk tilneerming byggjer
i mindre grad pa forholdet «rekkefolge», fra
det enkle til det meir komplekse, jamfor Tyler.
Ulike evingar eller teiknetiln@rmingar, pd meir
eller mindre same niva, vekslar.

Bokene legg opp til at eleven skal kunne
mangvrere fleire biletsjangrar gjennom teikning.
Nina Scott Frisch nyttar omgrepet «drawing
genres», med stotte frd Bakhtin (Bakhtin,
Holquist, Emerson, & McGee, 1986), og skil-
drar dette som:
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Drawing genres are understood as types
of drawing developed in different historical
and contemporary contexts, such as the
still-life genre(s) in formal contexts (in
school), and the line model drawing of
icons, such as cartoon figures, found in the
genre(s) of visual popular culture (Frisch,
2011, s.28).

Ved & ha fokus pa biletsjanger syner denne
faglege vinklinga at teikning er eit sosialt feno-
men, ein kommunikativ praksis. Dei analytiske
metodane har utgangspunkt i teikning som mei-
ningsberande sprak, i vid forstand — og at dia-
logen og konteksten ogsa er hovudsak ved den
tidlege teikneopplaringa. Her finn vi samband
til slik Tyler skildrar ein horisontal progresjon,
gjennom kriteriet integrering. Den analytiske
tilneerminga legg fra byrjinga av opp til a for-
sta delar ut fra heilskap, og den kompetente
teiknaren har eit breitt visuelt «vokabulary —
han kan sette saman verkemiddel til biletteikn,
etter eigne intensjonar.

Vekting av biletsjanger ved dei analytiske
tilneermingane har forgreiningar til eit sosiokul-
turelt syn pa leering. Synet byggjer ogsa pa det
konstruktivistiske, men legg avgjerande vekt
pa at kunnskap blir konstruert gjennom sam-
handling og ikkje primeart gjennom individuelle
prosessar (Dysthe, 1999). Dysthe framhevar at
dei sosiale interaksjonsprosessane ogsa omfat-
tar samspelet mellom dei som skal leere og dei
kulturelle reiskapane. I det «Det flerstemmige
klasserommet» poengterer Dysthe at meining
og forstding ikkje kan overferast fra ein per-
son til ein annan, det oppstér i sjelve kommu-
nikasjonssituasjonen, i sampelet mellom ulike
stemmer som konfronterer kvarandre og utvidar
forstdinga til den enkelte. Fra dette perspektivet
blir teiknespraket utvikla gjennom deltaking i
eit fellesskap, ein kultur, og der den kompe-
tente teiknaren er medviten den konteksten ein
er situert i. Det ligg ogsa makt i & eige denne
visuell-spraklege kompetansen, jamfor Kress
med fleire (Cope et al., 2011).

Vi plasserer dei bekene som har grunn-
form-studiar som utgangspunkt i kategorien
analytiske tilneermingar. Det varierer kva for
gjenstandar eller artefakter som blir introdusert

fyrst. I ei av bekene er gjenstandane forklart
gjennom konkrete grunnstrukturar som eit
hovud eller ein kopp (Willenbrink, 2006),
medan det i andre er grunnformer isolert, bade to
og tredimensjonale, sirkel-kule, trekant-kjegle
m.m. som er byrjinga (Retvik, 1998).
Der finst ogsa ulike definisjonar av kva for sam-
ling av former som far omtale som primer- basis
eller grunnformer. Eleven startar med a studere
og lere somme grunnformer eller strukturar,
og konfronterer og justerer deretter teikninga
gjennom direkte observasjon, eller via allereie
medierte kulturelle artefakter — ein felles bilet-
kultur (foto, teikningar, digitale flater).
Termane nytta i forre avsnitt, grunnstruk-
turar og justering eller konfrontasjon har saman-
heng med det Frisch omtalar som scheme, eller
skjema, og korrigering eller visuell erfaring
(Frisch, 2011; 2013). Frisch byggjer omgrepa
pa Gombrich (1960). Hos Frisch blir teikne-
praksisar studert hos elevar i aldersgruppa 9-12
ar, altsd noko eldre born enn vi har avgrensa
arbeidet vart til. Frisch ser sarleg pa korleis
leering av skjema er eit sosialt fenomen, der
signifikante andre eller inspirasjon frd bilet-
kulturen rundt er kjelde til leeringsprosessen.
Utan at omgrepa grunnform eller skjema
og korrigering blir nytta spesifikt hos Wilson,
Wilson og Hurwitz (1987) har innhaldet i boka
«Teaching Drawing from Art» ein tydeleg sosi-
alkonstruktivistisk overbygnad I denne boka er
det saerleg referansar fra kunst- og filmfeltet
som dannar fundament for teiknetilneermingane
som er presentert. Forskinga det er referert til
innleiingsvis far tydelege konsekvensar for
korleis Wilson m.fl. formulerer sine praktiske
teiknetilnermingar i mete med born. I boka
fra 1987 legitimerer Wilson m.fl. det a lane,
kopiere og la seg inspirere av andre kulturelle
kjelder, og syner verdien av a gi elevane ein rik
visuell biletkultur som start i teikneoppleeringa.
Strukturen i teikneprogrammet til Wilson
m.fl. er delt i fire kategoriar, observasjons-
teikning, hukommelsesteikning, fra verbal til
visuell teikning og eksperimenterande teikning
(var omsetting). Kategoriane er ikkje fram-
stilt 1 rekkefolge, eller som ulike niva. Alle
fire teiknematar ber ovast ved alle alderssteg.
Men boka formidlar kva omfang desse ulike

Table 1 Suggested Amounts of Time To Be Devoted to Five Major Types of School
Drawing Activities (in percent of total drawing time)

Grade Level

Drawing Type K-3 4-6 7-9 10-12
Observational 15 20 25 25
Memory 25 20 20 20
Imagination/Fantasy 25 20 20 20
Verbal to Visual 25 25 20 20
Experimental 10 15 15 15

Table 2 Suggested Emphasis To Be Placed Upon the Five Factors That Influence

Drawing Development

K-3 4-6 7-9 10-12
Factor I
Theme, subject, Almost Almost Almost Almost
symbol always always always always
Factor I1
Form, composition, Sometimes Sometimes Often Almost
design always
Factor 111
Style and expressive Almost Almost Almost Almost
quality always always always always
Factor IV
Media and technique Sometimes Sometimes Often Almost
always
Factor V
Motion, emotion and Sometimes Sometimes Sometimes Sometimes
duration

Skjema 1. (Wilson, Hurwitz & Wilson, 1987)

teiknematane ber ha pa ulike alderssteg i sku-
lekonteksten. I tillegg er der fem faktorar, «the
five groups of factors influence», som péaver-
kar ein kvar teikneprosess. Faktor I er theme,
subject, symbol; faktor II er form, composition,
design; faktor I1I er style and expressive qua-
lity; faktor IV er media og technique og faktor
V er motion, emotion and duration (Wilson et
al., 1987, s. 31).

Wilson nyttar ei form for filosofisk sam-
tale som inngang til innhaldet i det som meter
elevane. Dette innlemmar kunst- og formkul-
tur-historie og kritikk. Raske observasjons-
skisser bade med utgangspunkt i anna bilet-
kultur, men ogsa ved direkte observasjon og
registrering, blir deretter introdusert. Elles er
det er lite i denne framstillinga som definerer
ein stegvis progresjon. Boka gjev forklaringar
og deme pa ulike teikneoppgaver og innfalls-
vinklar, men signaliserer ikkje at den eine
byggjer pa den andre.

Wilson poengterer at kompleksitet i teikne-
utviklinga ikkje berre treng handle om & né ein
visuell realisme, og at dette berre er ein av fleire
«cultural, stylistic termination points» (Wilson
etal., 1987, s. 22).

Ein fenomenologisk inngang

Gjennomgangen av litteraturen sé langt viser
at dei teoretiske termane syntetiske og analy-
tiske tilneermingar ikkje aleine dekker feltet
begynnaropplaring i teikning. Begge metode-
retningar har ein laeringsteoretisk overbygnad.
Teoriane forklarar fleire framgangsmatar for &
leere & teikne, med ulik struktur og organisering,
og forfattarane bak har intensjon om & skape
stottande rammer som gjev retning og utvik-
ling. Den litteraturen som ikkje heyrer heime
i desse teoretiske kategoriane har fokus pa den
subjektive opplevinga, og det a erfare teikning
som fenomen. Det blir hevda at framgangsmaten
ikkje primeert ber handle om a lere & teikne,
men om & bli medvitne erfaringa og a lere 4 sja,
pé nytt. Det filosofiske utgangspunktet samlar
omgrep som foresetnadslausheit, subjektive
opplevingar og erkjenningar. Inngangen er stikk
motsett av det sosiokulturelle, der for-erfaringa,
eit kulturelt betinga vokabular blir framheva
som positivt og essensielt for leeringsprosessen.

-oy-5-92

Den eine boka vert nytta som stette til
undervisning om begynnaropplering ved to
institusjonar i Norge, utan at forfattarane av
bekene definerer dette som sin intensjon. Det
skapende menneske. Tegning, form farge I har
vidaregéande elevar som malgruppe (Evrin,
Lerpold, & Stremme, 1999). Vi har valt & inn-
lemme denne fordi den blir nytta i grunnskule-
leerarutdanninga pa tema begynnaropplering,
og fordi den representerer ein alternativ inn-
gang. Ei open og eksplorerande fyrste erfaring
med streken, definert som merker eller spor, er
startpunkt i boka. Den subjektive opplevinga
av dette motet blir framheva. Boka til Folgere
Johannesen Grunnbok i bildeskaping (2003) har
liknande definisjon av det fyrste steget i teik-
neopplaringa. Med Jan Groth (Tegn 11, 1987)
som visuell referanse skildrar Johannesen ein
«folsomy strek, som har bevegelse og kan rivast
laus fra det konkrete. Sjolv om streken etter kvart
far meining, og det er ei malsetjing a «fa sagt
noe ved hjelp av egne bilder» (Evrin, Lerpold
& Stromme, 1999, s. 13), framhevar forfatta-
rane verdien av & oppleve streken, reiskap og
medium, utan at konkret form eller figur er
essensen i byrjinga. Varierte strektypar, mjuk,
hard, fart, kraft og retning, men ogsa fri fabu-
lering, er ord som skildrar starten. Etter denne
opne introduksjonen endrar bekene karakter,
til tydlegare instruksjon og auka kompleksitet
utetter. Organiseringa av dette fagstoffet ber
preg av vertikale forhold.

Desse to bekene har pa kvar sine matar,
enkelte fellestrekk med dei utbreidde teiknete-
oriane til Betty Edwards (2001; Originalutgave
publisert 1979) og Kimon Nicolaides (1941).
Dei eldre teikneteoretiske bidraga har framleis
aktualitet ved at dei er pensum ved til saman
fem norske utdanningsinstitusjonar. Dei to har
litt ulike grunngjevingar for teikneopplaringa,
men fleire av @vingane dei presenterer ber preg
av same mal, & «tvinge» eleven ut av faste, vante,
teikne- eller tenkematar, gjennom a utnytte san-
seapparatet sitt enorme potensiale. Der finst ogsa
eit visst samband til det fenomenologiske tanke-
godset. Eleven skal utforske fenomenet teikning
sa foresetnadslaust som mogleg, og i trdd med
fenomenet sin eigenart. Eleven skal lere & sja
pa nye matar. Begge boker er oppbygde av

Figur 4. Pablo Picasso (1881-1973), portrett av Igor Stravinsky (Edwards, 2001)
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teikneovingar som pé ulike matar utfordrar eit
automatisert teiknemenster. Edwards legg seer-
leg vekt pa tilheve mellom venstre og hegre
hjernehalvdel, der opp-ned teikningar, teikne
symbolske former etter hukommelse (fordrei-
ingsevingar) og negativ-flate evingar, er meint
a fortrenge den dominerande analytisk logiske
tenkematen lokalisert til venstre hjernehalvdel
(Edwards, 2001). Nicolaides framhevar bety-
dinga av naturlovene, og at teiknaren ma opp-
leve desse gjennom heile sitt sanseapparat for
a kunne ta inn det han skal teikne. @vingar som
skal hjelpe eleven a erkjenne fenomena rorsle,
tyngdekraft og form far mykje plass i boka.
Bokene har opa malgruppe, men forfattarane
innlemmar ogsé yngre barn, slik forfattarane
presenterer innhaldet.

Den sterke vektinga av sanseoppleving,
og det & vere var for korleis streken i seg sjolv
paverkar teikneprosessen har ogsa referansar til
Hojlund sitt arbeid. Med steotte i tankegodset til
Barthes skildrar Hejlund den ikkje-rasjonelle
nytinga i ei teiknehandling, og at denne kan gje
heilt andre erfaringar og endre teikneutviklinga
i uventa og rikare retning (Hejlund, 2011).

Ei kritisk fundering er om sma barn erkjen-
ner og sansar den frie abstrakte streken som
noko uventa, noko som utfordrar det automati-
serte, og som utvidar horisontane. Fra vidt for-
skjellige teoretiske perspektiv syner studiar av
barn sine sjolvinitierte teiknehandlingar at dei
strekker seg etter a nd det Frisch omtalar som
visuell kontroll (Frisch, 2013), og at det a stadig
utvikle eigne teikneskjema gjev meistring. Ved
a meistre teikneverktoyet kan individet skape
meiningsberande visuelle teikn for seg sjolv og
fellesskapet (Frisch, 2013). Spersmalet er om
den fenomenologiske inngangen i for stor grad
set sin lit til ein rik dialog eller eit fruktbart mete
mellom teiknar og teiknestrek.

Mange vegar til mal

Var litteraturanalyse fortel at der finst fleire
vegar til malet, nemleg det & lere fyrsteklassin-
gen a teikne. Ei retning byggjer steg for steg,
og har ei form for visuell alfabetinnlaering som
startpunkt. Ei anna retning handlar om a lere
eleven a meistre visuelt sprak gjennom studie av
omgjevnadar, og i vekslinga mellom «skjemax
og «visuell erfaring». Eleven utviklar eit kul-
turelt betinga visuelt vokabular. Ei siste retning
framhevar verdien av & aktivisere sanseappara-
tet, og & fjerne spor fra tidlegare erfaringar som
kan hindre reelle sanseopplevingar.

Men kva er «maélet», og kva vil det seie «a
leere a teikne»? Gjennomgangen vi har gjort
formidlar at det varierer korleis forfattarane defi-
nerer teikning som fenomen, og kva «teikningy»
er meint & tene til eller fungere som. Slik har
heller ikkje «mélet» alltid eit tydeleg innhald. A
forsta teikning som ei fabulerande rorsle, som
ein respons pa ei kjenslelada oppleving betyr
noko anna enn a forklare eit praktisk problem
gjennom ei arbeidsteikning. Teikning kan vere
ideutvikling og tenketeknologi, poetisk sprék,
politisk ytring, open leik og presis visuell kom-
munikasjon. I norskfaget er mellom anna skri-
verammer ein utbreidd skrivestrategi som stettar
eleven i arbeidet med & utvikle kunnskapar om
ulike skrivesjangrar. Ogsa den tidlege lese- og
skriveoppleringa, og den analytiske metoden er
grunngjeve med utgangspunkt i sjangermang-
faldet. Gjeldande leereplan (LK 06) set forin-
gar for korleis grunnskulelaeraren skal gje inn-
hald til delomradet teikning i skulen. Her finst
ein brei definisjon av teikning. Det skal dekke
mange funksjonar, og sjangermangfaldet er stort.
Korleis dei ulike teiknemetodane skissert i denne
teksten stottar eleven si laering i & na eit breitt
teiknerepertoar er mindre utforska.

Bortsett fra bidraga til Wilsons og Brookes
har fleire av bekene eit samansett innhald nar
det gjeld progresjon og struktur, slik at var sorte-
ring i kategoriar kan kritiserast for vere kunstige
konstruksjonar. Teori er alltid abstraksjonar og

gjev ikkje eit fullstendig bilete av reynda. Vi
vonar likevel at vare konstruksjonar er tilstrek-
keleg transparente og kan gje rom for vidare
diskusjonar om kva som kan skape oversikt pa
den teiknemetodiske arenaen. Med bakgrunn i
a sjolve vere teiknepraktikarar har vi erfart at
rammene kring var praksis som leerarutdannarar
dei siste ara er endra. Den storre skulefaglege
konteksten, og serleg dei teoretiske faga, har
forska pa begynnaropplering i ulike fag, noko
som igjen synest & ha utvikla laerarutdanninga
i positiv retning. Endringa tok til ved at leerar-
utdanninga i Noreg vart delt i to retningar, ei
utdanning for dei som skal jobbe pa barnesteget,
1.-7. klasse, og ei utdanning for dei som skal
jobbe med ungdom, 5.-10. klasse. Ved 4 ta del
i leerarutdanningsfellesskapet blir var skulefag-
lege kontekst, altsa Kunst og handverk, utfordra.
Vi har funne fleire teiknelitterere bidrag som
reflekterer kring ein metode eller undervisnings-
strategi, og som har gjort var undervisningsprak-
sis rikare. Men vi har ikkje funne teikneteori pa
begynnaroppleringsfeltet der refleksjonen har
ein kritisk karakter. Den kritiske refleksjonen
skaper innsikt i ein praksis ved at praksisen blir
samanstilt og samanlikna med andre praksisar,
og at ein erkjenner at dette er resultat av sosiale
og institusjonelle prosessar. A framstille ulike
teiknemetodiske tilnaermingar ved sida av kva-
randre kan fore til kompetansebygging pa fleire
plan. For det fyrste, den profesjonelle leeraren
vil i mete med teorien ta stilling til, finne sin
stad og formulere sin personlege praksisteori.
For det andre kan ein teorikonstruksjon utvikle
teiknelararar sin kunnskapsbase. Som eit tredje
moment vil ei framstilling av ulike «laerer» ogsa
avdekke faglege stastader og verdigrunnlag som
kanskje har vore konfliktprega, men som i bot-
nen kan vere delar av ein heilskap.

Sjelv om denne litteraturgjennomgangen har
den norske utdanningskonteksten som ramme,
og ikkje dekker det totale teiknefaglege fel-
tet, er dette likevel eit bidrag som opnar for
at fleire utdannarar blir merksame pa kva som
kan karakterisere vegane. Dei teoretiske kate-
goriane syntetiske og analytiske tilneermingar,
og den fenomenologiske inngangen, er ein spe
start pa det som i framtida kan gje eit rikt spek-
ter av teoriar om teiknemetodar i perspektivet
begynnaropplaring. For desse teorikonstruk-
sjonane er sette ut i livet, provd og utforska i
klasserommet eller pa verkstaden, gjev det lite
meining a drefte teiknemetodane mot kvarandre.
Var neste malsetjing er & systematisk prove ut
korleis dei ulike metodane stimulerer eleven si
teikneutvikling, i reell praksis.
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Abstract

The overall setting around this investiga-
tion is the writing of a PhD thesis ‘To see
the visually controlled’ (Frisch, 2010), where
my aim was to document, describe, analyse,
compare and theorise formal (teacher-initi-
ated) and informal (children-initiated) visually
controlled drawings, also called modelling
drawing processes, among 9-12-year-olds.
The modernist narrative in art education pre-
sented by Wilson (2004) claims that modelling
in drawing among children is uncreative. My
investigation sho creative processes
can be detected by u ygotsky's creativity
theory and Kaufmann and Beghetto’s (2009) 4c
creativity model withi ociocultural theore-
tical tradition. The acts of creative processes
done by moving modelled elements in a dra-
wing around has not been thoroughly seen
as a central strategy in children’s drawing
processes. This article is an attempt to shed
light on these processes often found when loo-
king at children’s informal drawing processes.
The importance of these ‘shifting-around’
processes are not always regarded as valuable
and related to both modelling and creativity.
The relation between modelling in drawing
and creativity as part of children’s drawing
learning is explored in this article.

Keywords: modelling, creativity, drawing
teaching, sociocultural, visually controlled,
modernist narrative.

Nina Scott Frisch

Modelling as a Foundation
for Creativity

Introduction

The overall setting around the investigation pre-
sented in this article is the writing of my PhD
thesis ‘To see the visually controlled’ (Frisch,
2010), where my aim was to document, des-
cribe, analyse, compare and theorise formal
(teacher-initiated) and informal (children-ini-
tiated) visually controlled drawings processes
among 9-12-year-olds. When using the term
‘visually controlled’ I refer to a seeing-dra-
wing-seeing-drawing process, also often refer-
red to as observation drawing or modelling. To
contribute with knowledge that could move
drawing teaching in primary school towards
the debunking (Nielsen, 2008) of a resistance
among teachers in schools in Norway was an
overall research aim.

My PhD research project was one case of
children’s drawing learning processes situated
in Northern Norway on a small island called
Vega; the one case was divided into two fields
of investigation, or units of analyses, as mentio-
ned above — one on formal and one on informal
drawing. I am presenting part of the findings
from my comparative study, which resulted
in the seven comparative dimensions. These
categories were interesting to look at and for
describing and comparing both fields of inves-
tigation. Here, part of the findings within the
informal field of investigation in the creativity
category is presented.

To shed light on processes in drawing
among children 9-12 years old that at first
glance could be seen as repetitions or in the
drawing of already existing schemes of obje-
cts (Karmiloff-Smith, 1990) was a challenge
in this study. But when looking analytically
into the data, processes interpreted as creative
could be seen. My aim with the writing of this
article is to show how creative processes can
be detected by using Lev Vygotsky’s' creativity
theory (Vygotskij, 1995) and the 4c creativity
theory introduced by James C. Kaufman and
Ronald A. Beghetto (2009). The acts of creative
processes done by moving modelled elements
in the drawing around has not been thoroughly
studied, to the best of my knowledge, as a cen-
tral strategy in children’s drawing processes.
To shed light on these processes often found
when looking at children’s informal drawing
processes through the above-listed theoretical
lenses would give value to these ‘shifting-aro-
und’ processes, which are related to modelling
but not regarded as creative. The relation bet-
ween modelling in drawing and creativity as
part of children’s drawing learning is explored
in this article.

Teachers are significant in children’s
lives, and how teachers view students’ dra-
wing processes matters. To see creativity could
be a path to an upgrade in children’s informal
drawing strategies based on modelling. The
investigative question guiding the presenta-
tion of my research in this article is therefore
as follows: How can modelling be described
as part of a creative process in children’s dra-
wing processes?

The term modelling in this article is meant
to cover the process of making a drawing by
visually controlling or visually checking the

drawing against the model in a direct, ongoing
seeing-drawing process. This can be to master
the visually perceived model as a drawing or as
drawing actions — that is, how to draw. Looking
at another person drawing, and drawing strate-
gies in, for example, drawing books or peers’
drawing strategies (meaning sequence, techn-
ique, shaping of form) and internalising these
drawings or drawing processes/strategies (in
other words, learning it by heart) is also wit-
hin this definition of modelling (Frisch, 2010;
Branne, 2017).

Theory

The 4c model of creativity

Vygotsky’s (Vygotskij, 1995) understanding
and interpretation of creativity and imagination
(in Norwegian and Swedish ‘fantasi’, which
does not mean the same as the English term
‘fantasy’) is expressed in a small publication
originally written in the late 1920s/early 1930s
derived from Vygotsky’s PhD thesis publis-
hed in 1925 (Lindqvist, 1995, p. 8, Lindqvist,
2003). He places these terms in his sociocultu-
ral and historical-dialectical theory of human
development based on two phenomena that
are interlaced: (1) the ability to reproduce and
remember and (2) creative activity, which refers
to the ability to combine and recombine already
known skills and knowledge in new ways to
meet new challenges.

The ability to be creative requires the use of
imagination, or to picture possible solutions
that do not yet exist, before they are operatio-
nalised (Juell & Norskog, 2006). But according
to Vygotsky (1995) the ability to reproduce and
remember is a basis for the ability to combine
and recombine. To be able to model and learn
skills and knowledge already developed by oth-
ers is then a prerequisite for being able to create
new artefacts. So, Vygotsky’s (Vygotskij, 1995;
Lindqvist, 2003) understanding of creativity is
also of an epistemological nature.

The word ‘creativity’ is used in imprecise
ways in everyday speech. Researchers have
helped us sort out our use of the term, such
as Howard Gardner (1993), who refers to two
categories of creativity: Creativity with a capi-
tal C and creativity with a lower-case c. Big-C
creativity defines products and ideas that are
novel in society as a whole and that can still
be defined as creative over time. Little-c cre-
ativity is defined as ideas or products that are
novelties, or a discovery on an individual level,
and judged as creative by the individual. This
kind of creativity is contextually situated; it is
experienced ‘then and there’ by the creator or
by significant people around the creator. The
4c model of creativity is a continuance of and
anuanced model of big-C and little-c thinking.

The 4¢ model of creativity was developed
by James Kaufmann and Ronald Beghetto
(2009), as mentioned in the introduction; they

Creativity ‘ Big-C ‘ Pro-c

give us a collected overall view of categories
based on a large review of research articles
and books on creativity. These two American
psychologists have contributed with the below
figure to help us as teachers to ‘see’ creativity,
and this is specifically relevant to art education
teachers teaching drawing.

The difference between the little-c and the
mini-c is a nuance cleared through this model,
see Figure 1 below (Kaufman & Beghetto, 2009;
Olafsson & Gulliksen, 2018), and is helpful to
encourage creative processes and sensations
among students in primary school.

Drawing as mediation
- A sociocultural theoretical overview
The concept of modelling is interesting because,
according to Vygotsky (Vygotskij, 1995), it is
closely interwoven with creativity as a human
activity. There can be inventive and creative
solutions to how to construct and make a look-
alike, which is to find new drawing strategies in
the making. There can also be creative soluti-
ons to how to visually express thoughts and
feelings using visually controlled drawing in
combinations and recombinations. This requires
the skill of learning how to make the visually
controlled drawing, to internalise it and use it
in combinations with other drawn figures, in
a new drawing, in new situations or contexts.
Vygotsky (1978) and Kindler and Darras
(1997) maintain that the driving force in all
pictorial imagery is mediation. In other words,
we use culturally developed tools and signs to
interact with the world, to communicate mea-
ning. Mediation is achieved through various
media, including visual media, in our social
space. The construction of knowledge on pictu-
re-making is based on the assumption of the
general development of humans being driven by
the attraction to rules, regularity, predictability
and order, on one hand, and the need to reject
these regularities by making new discoveries,
on the other hand. As humans, we are able to
see and make exceptions through divergent
thinking and actions and by elaborating further
on these exceptions. With time, these findings
can become part of our convergent rule-based
agency. The repulsion-attraction tension (reje-
cting regularity by pursuing new discoveries,
on one hand, and being attracted to regularity,
on the other) results in qualitative, non-linear
shifts in humans’ development. According to
Kindler and Darras (1997), the development of
picture-making can be grounded in this repulsi-
on-attraction tension and can be seen as simi-
lar to Vygotsky’s view on reproduction and
creativity as the two basic drives in all human
development (Vygotskij, 1995).

Kohler's and Pedersen'’s pictorial
socialisation and findings on creativity

In Scandinavia, Koéhler’s (1981) research has
focussed mainly on content when collecting

‘ Little-c ‘ Mini-c

Historical inventions
benefiting the world
that are important
contributions to
humanity.

Features

Contemporary crea-
tions within a profes-
sion or a field that are| ges in everyday life.
valued by peers as

contributions within

this context.

The individual child’s
/ adult's sensation of
making or discove-

ring something new.

To find new solutions
to everyday challen-
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1000 drawings from 600 children, defined as
drawings made without interference from adults
— what we can call children-initiated drawings
or drawings made in informal contexts with
peers. He asked the questions What do boys
and girls draw? Who do they identify with and
what visual language do they use? His conclu-
sions were that pictures made by children often
come from other pictures; they use pictures seen
as significant from their visual cultural world
as models. These results are also supported by
Wilson and Wilson’s (1977) previous findings
in their ground-breaking article ‘An Iconoclastic
View of the Imagery Sources in the Drawing of
Young People’.

But Kéhler viewed the cultural traces of chil-
dren as plagiarism, their content being clichés
from gender-determined visual popular culture
idealising, beautifying and escaping reality. The
only good thing about children’s trace-makings
in informal contexts, according to Kohler (1981),
was the children’s willingness to learn to draw
by using modelling and repeatedly drawing until
they master the drawing to perfection. This unin-
tended finding is important for the pedagogy of
visual art and visual literacy.

Pedersen (1999) studied a boy named Bo’s
formal and informal drawing processes from
the age of two to 16 and published the analysis
in his doctoral thesis. As method, Pedersen also
used the drawings collected over the years as a
source to help his own, Bo’s parents’ and Bo’s
memory while recollecting and recording the
contexts the drawings were made in. Apart from
confirming Wilson and Wilson’s and Kohler’s
findings (the use of other pictures to make pictu-
res), he also introduced the concept of children’s
pictorial socialisation (in Danish berns billed-
maessige socialisation). He shows that the use
of other culturally determined pictorial sources
does not necessarily mean that the children are
mechanically reproducing these but that they
also actively use these internalised modelled
drawings to make their own compositions or dra-
wings according to what they want to mediate.
In other words, his inquiry shows that children
adapt what is learned by transferring knowledge
in drawing from one context to another and
can use this acquired knowledge in individual
expressions or in creative combinations and
recombinations. The child’s ability to transfer
skills and knowledge in drawing across con-
texts and situated tasks, and the creativeness in
their own use of modelled drawings, is one of
Pedersen’s important findings. Recombining is a
way to repeat and learn. It is also part of an infor-
mal process to make new, creative expressions.

Viygotsky on drawing
Vygotsky saw drawing as one of the earliest
mediated activities in humans’ development and
was updated within the research made at the time
on children’s drawing development. In Fantasi
og kreativitet i barndomen (Eng. ‘Imagination
and Creativity during Childhood’), he refers to
the systematic and thorough research under-
taken at the time to map children’s drawing
development, such as investigations and publi-
cations by Leukens, Barnes, Kerschensteiner,
Ricci and Sully (Vygotskij, 1995, pp. 87-108).
All of these early pioneering researchers in the
field of drawing development saw childhood
as valuable in itself, and because of this relati-
vely new focus at the time, they were looking
for ways of identifying and describing the cha-
racteristics of childhood. The stages in human
drawing development were viewed at the time
as a sign of seeing childhood as important and
worthy of research, which was a new way of
seeing the early stages of human beings. It is in
this context that Vygotsky refers, among others,
to Kerschensteiner’s (1905) research on chil-
dren’s drawing development published in 1905
(Vygotskij, 1995, pp. 88-95).

Vygotsky refers to Kerschensteiner’s fourth
stage of drawing development, from 11 years

and into the teenage years, as the time in human
development when drawing activity diminis-
hes, except when the children have been given
education (and/or have a particular talent) in
drawing at home or in school. Then the oppo-
site can happen; if education in drawing is part
of the child’s context, their drawing ability
can make a qualitative artistic leap (Vygotskij,
1995, p. 95). At this age the children are focu-
sed on how the drawing looks (Vygotskij, 1995,
p- 94) and want to learn to control the world,
including the skills of visual representation.
I see Kerschensteiner’s findings explained and
interpreted by Vygotsky in the early 1900s as
an understanding of stages of development in
drawing that can be challenged when education
is given. This is an interesting reference when
looking at modelled drawing learned informally,
often by peers, among 9—12-year-olds today.

Method

With a qualitative methodological perspective
using a case study of one case of children lear-
ning to draw as the investigative approach, the
descriptive multiple data research strategy typi-
cal for the case study approach (Postholm, 2005;
Creswell, 1998; Merriam, 1998; Stake, 1995)
was found useful in this context. I have obser-
ved, interviewed, collected drawings, handed
out questionnaires and made children re-draw
their informal drawings in group interviews.
The unit of analysis was three small classes in a

1d

Figure1. From upper left: 1a, 1b, 1¢c, 1d, 1e and Anita’s horse,
5th grade, reconstructed/redrawn during the interview in 1f.

(1) Interviewer:
(2) Anita: Yes it's my favourite animal.

(3) Interviewer:

(4) Anita: It's my older sister - Maria.

(5) Interviewer:

(6) Anita:

(see Figure. 1f)
(7) Interviewer: Yes
(8) Anita:

(Frisch, 2010, p. 197)

country school on the island of Vega in Northern
Norway — all together 61 children, from 9-12
years, in fifth, sixth and seventh grade. The
school at Vega was chosen because they were
known to have good drawing teaching, and
being a small community it was also relati-
vely easy to handle the task of gathering data
from these children’s informal drawing proces-
ses. Their one drawing teacher in art class was
observed and interviewed. All together 11 hours
and 30 minutes of recordings, about 30 pages
of notes and close to a total of 500 drawings
were collected (Frisch, 2010). About 300 were
formal drawings, and 200 were informal dra-
wings. This constitutes the database for the
PhD investigation.

1f

This is yours ... And you have made a horse here ...Yes -

It's your favourite animal — the horse ... Can you tell me a little bit about how you
learned to draw THIS horse?

Older sister — Maria that has taught you to make a horse.

First SHE drew, and then | started to draw like that -

And then | started to draw ///, and then suddenly...suddenly | succeeded...

The data were clustered into two fields of
investigation, one formal within the boundaries
of'the classroom and one teacher’s drawing les-
sons within the time-boundaries of an academic
year. The informal field of investigation grew
out of the teacher’s students’ informal drawing
activities during the same year. The two cases
were then compared, and the features in the
data and sociocultural theory led to the seven
categories or comparative dimensions (Warner,
1971): drawing goals, drawing strategies, social
arrangements, means of assistance, transfers,
creativity/recombinations and drawing genres.
These were used to describe, analyse and the-
orise the results of the comparison. This article
focusses on one of these categories, creativity/

3

#
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recombinations, in a segment of the informal
field of investigation.

Multiple data sources, often seen as a cha-
racteristic feature of case studies, such as obser-
vations while the children were drawing, recre-
ating a drawing while observed, semi-structured
interviews around their drawing processes and
document studies such as the Norwegian National
Curriculum in art and crafts were research activi-
ties found useful. The data collection strategies
chosen for these particular findings presented in
this article incorporate the collection of drawings,
redrawing with observation and interviews with
the drawers (the students 9—12 years old). First,
the drawings, including a redrawing and an inter-
view with Anita, who made them, are presented.

Results

Modelled drawings recombined — a creative sen-
sation and procedure: The following is an inter-
view with Anita (fifth grade, 11/03/05), who
has had a horse at home for a year (see Figure
2). She says she draws together with her older
sister, who specialises in art and design in a
senior high school.

Analysis: Internalised modelled drawing
Anita looks at her sister’s drawing behaviour
when learning to make a horse and is enthusiastic
when she talks about succeeding after watching
her sister (4). Even though the model (the sister’s
drawing) is not available, Anita’s assessment of
her drawing is that she succeeded in making a
drawing that looks like the model. The sensation
of making a look-alike can be described as a
mini-c experience (Kaufman & Beghetto, 2009).
She internalises the observation and repeats it
over and over again, as seen in Figure 2 (a—e)
in different settings, trying out a variety of pos-
sibilities. Her sister’s drawing can well be from
memory, but for Anita, it is a model, and a model
that has been internalised. She draws the horse
over and over again in new drawings containing
combinations of these figures. She can reproduce
her sister’s drawing of a horse without having
the model present, learning it by heart — at the
same time using it in new drawings in a crea-
tive procedure.

The horse as a theme is often popular among
girls aged 1011, according to Lowenfeld and
Brittain (1979) and Wilson and Wilson (2010).
Anita says she has a horse at home. We can assume
that the horse is an important part of Anita’s life;
as she says, it is her favourite animal (3).

The horse in different settings of moun-
tains, geometrical flowers learned from the
math teacher, fish learned from her father, suns
and water (Frisch, 2010) is a modelled drawing
recombined with other modelled drawings into
new drawings.

This graphical approach (Simmons, 1992),
close to the formal Chinese and Japanese brush
painting tradition, can be detected, with drawings
such as dragons, lotus flowers, and mountains
drawn to perfection and used in a variety of
combinations according to their meaning as
graphs or signs. We see that Thompson’s (2002)
observations of drawing processes as a lear-
ning-from-peers process in kindergarten are also
valid in the informal arena among older children.

Anita learns from her sister and perfects the
drawing of a horse. Kdhler’s (1981) unintended
findings when researching the informal drawing
scene are reconfirmed; children and young peo-
ple often repeat their learned drawings, and they
are perfected through repetition.

Repetition as an exercise and as a trace
of the pleasure of mastering the making of a
drawing, as Anita expresses (8), and the con-
struction of the drawing in a specific sequence
are important features of the drawing process.
The recombination of these drawings into new
drawings are features often found in infor-
mal drawing learning processes (Frisch, 2010).
The sensation of succeeding modelling and the

recombination process can be understood as
mini-c creativity.

Creativity

It has been documented that once a drawing is
learned, it can be ‘played around with’ — combi-
ned and recombined in new expressions (Frisch,
2010). This recombination process can also be a
“how-to” learning process to practice and interna-
lise a figure or a drawing. Knowing how to make
a drawing is having the basic skills to carry out
the making of new visual expressions by altering
and recombining (combining in process) this with
other learned drawings and/or memory drawing.
This seems to be a common practice among the
children (Frisch, 2010). The process of alternating
and recombining learned similes is also found in
kindergarten (Frisch, 2006) and is the essence
of creativity, according to Vygotsky (Vygotskij,
1995), his understanding of creativity being a
process of combining, recombining and adap-
ting the known according to the need and drive
to learn to make new things.

Discussion

Meaningful learning activity from the students’
perspective can be the process of using modelling
when drawing. From society’s perspective, being
able to communicate with ‘visuals’, including
look-alike drawings, is part of being visually
literate. Visual literacy is defined as °...the use
of visuals for the purposes of communication;
thinking; learning; constructing meaning; cre-
ative expression; aesthetic enjoyment’ (Baca &
Braden, 1990, p. 65) and should be one of the
basic skills taught in compulsory public school
(Frisch, 1994).

According to Nielsen (2000), being visually
literate is being able to depict and read visuals
for everyday needs, such as an overview of a
house, descriptions as images, sketches of wan-
ted objects to make or visualisations of theories
and processes in academics, and it is part of
an overarching democratic project, involving
lay-people, to understand and be able to commu-
nicate accurately in processes involving visuals
in society. The purpose of the democratic pro-
ject then is to produce participants in society as
communicators and readers of visuals. And for
some, this will evolve into becoming part of an
aesthetic professional practice.

Children-initiated strategies, learning from
a sister in this case, are voluntary and preferred
and at the same time are challenging and are, as
such, ‘in the flow’ (Csikszentmihalyi, 2002, pp.
74-75). The voluntary aspect of these modelled
drawings and creative recombination processes
cannot be underestimated, but there might be a
lesson to learn and adapt to school teaching. This
children-initiated, model-based drawing practices
is contrasted with the expressive modernist nar-
rative in the discussion that follows.

The modernist narrative

If we hold the term modernism up to the
light, we can see that it is based upon a
paradox; the ambition to catch something
thatis changing and to put itinto a defined
and determined category. What should
have renewal and change as its essence,
has, in the term modernism, become a defi-
nition, and in this way, discredited its core
as a rebellion against definitions. At the
same time, it has eliminated all opposition,
since it already includes in its agenda the
right to define what change is. (Iberg, 2007)

The quote above is written by the Norwegian
philosopher and musician Helge Iberg. The
article this quote is taken from mainly focus-
ses on modernism as expressed in aesthetics.
Modernism in the visual arts evolved once the
need to depict models (objects, people, lands-
capes, houses and so on) disappeared after the
invention of and common access to the camera.

Picture-makers were challenged to develop what
the photography at the time did not have: colour,
interpretations through imaginative and emotional
visual expressions, as the expressionists represen-
ted, and interpretations of visual perceptions, as
the impressionists represented (Glambeck, 1990).
These various visual languages or ‘isms’ (impres-
sionism, expressionism, fauvism, cubism, abstract
expressionism and formalism, among others)
within the pictorial repertoire of the Western art
world have broadened the acceptance of a diver-
sity of human visual expressions. In this sense
modernism’s contribution to today’s art scene
as part of our art history is extremely valuable.
If we accept that art reflects us as humans, or is
the objectification of human sensitivity (Marx,
1975), more of us as humans can be reflected in art
after the contribution of modernism as an epoch.

In its early days (the late 1800s and early
1900s) there was tremendous resistance against
these new expressions. This can be seen in the
(quasi)-academic literature produced with titles
such as ‘Contagious Psychiatric Diseases Then
and Now with an Emphasis on the New Trends
in Art’ (Salomonsen, 1919) (Danish: Smitsomme
sindslidelser for og nu med scerlig henblik paa de
nyeste kunstretninger). As the title above implies,
modernist expressions have been developed in
stormy environs. Then, the resistance so necess-
ary for survival can in part explain the need for
the strong establishment of modernism in various
institutions, such as art schools, museums and
so on. But as the quote that opened this section
implies (Iberg, 2007), fixed strains are also found
within modernism as expressions in architecture,
literature, music, art and educational theories.
Iberg (2007) sees the essence of modernism as
artistic expression in retrospective. He sees the
straight-jacket or the mould that only allows a
specific repertoire of expressions and, by restrai-
ning and defining, also contradicts itself.

These are ‘un-creative’ limitations, and these
limitations apply to modernism in art education
as well, according to Wilson (2004, 2007) and
Kindler and Darras (1997). These fixed views
are manifested through the art-education book
grounded on Piaget’s (1973) stage theories of
development aimed at teacher training: ‘Creativity
and Mental Growth’ (first edition was in 1947)
(Lowenfeld, 1957; Lowenfeld & Brittain, 1979).
This leads us to the Lowenfeld-initiated discourse
on modelling and creativity in art education found
in the above-mentioned curriculum book for stu-
dents to become art teachers. This discourse is
at play (Nielsen, 2008) and can prevent teachers
from seeing the above-detected mini-c processes
based on modelled drawings.

Modernism: Lowenfeld

on modelling and creativity

The two quotes below are retracted from the
second issue of Lowenfeld’s classic ‘Creativity
and Mental Growth’.

Never give the work of one child as an
example to another! Never let a child copy
anything. (Lowenfeld, 1957, p. 15)

| have heard many teachers and parents say,
‘But my children love colouring books. This
is quite true. Children in general, however,
do not discriminate between things good
for them and things detrimental. That they
love things is not always an indication that
those things are good for them. Most chil-
dren prefer sweets to vegetables, and wit-
hout doubt would always prefer them. This,
however, does not mean that we should
adjust their diets to sweets. (Lowenfeld,
1957, pp. 18-19)

Lowenfeld is one of the main discourse-pro-
viders of modernism in art education (Wilson,
2007). Lowenfeld (1957, pp. 14-18) compares
children’s wishes to look at one another and copy
and to colour in colouring books to the desire

for candy. Colouring books, painting books and
drawing books are all understood as synonyms
in this inquiry, and are still popular among chil-
dren in the age group in focus here, as seen in
the informal case. These books have two major
components: they are 1) commercial products,
and they 2) present modelling challenges such as
looking at a model, at others’ drawings/pictures
or at other drawing strategies, similar to Anita’s
informal learning process (see interview above).
Lowenfeld compares the children’s voluntary
interest in these books with their taste for candy.
It is something they want but it is bad for them,
and we as responsible adults have to control and
suppress this ‘urge’.

Suppression of children’s epistemology:

To copy (in Norwegian, herme) and model
Children should not be given the possibility to
copy, according to Lowenfeld, as it is damaging
(as is candy) and ruins their ability to express them-
selves visually. In the Danish version (Lowenfeld
& Brittain, 1979, pp. 51-53), the candy metaphor
is dropped, but the strong warning against pain-
ting books, colouring books or drawing books
with copying/modelling as part of the main dra-
wing strategy is still highly prominent. It is intri-
guing that one of the most used informal learning
strategies and means of assistance in the world,
observed by researchers among native Indians
in South America as well as between mother and
child in Los Angeles (Scribner & Cole, 1972), is
categorised as damaging.

The results of this inquiry also reveal that
modelling as a drawing strategy is a substantial
part of the informal drawing arena and that chil-
dren express notions of shame when admitting
that they use this drawing strategy. To me, this is
alarming and begs the question Can this expressed
shame be traced back to a modernist understan-
ding of modelling?

Another interesting aspect of the modernist
understanding is the appreciation of nature or the
natural, the genuine, the original and the primi-
tive, which is expressed, for example, by copying/
modelling African art as the icon and represen-
tative of modernism in painting, Pablo Picasso,
did. African expressions can be seen in his famous
painting ‘The Ladies from Avignon’ (Picasso,
1907, found in The Museum of Modern Art in
New York, MoMA). In this way Picasso also used
informal teaching/learning strategies applied by
the so-called ‘primitive’ or ‘natural’ people and
also by children today, as seen here.

Iinterpret Lowenfeld’s text quoted above as
being highly authoritative, and, as a consequence,
modelling as a drawing strategy and as a means
of assistance in the formal and informal teaching/
learning arena is in a sense made invisible within
this discourse. This prevalent feature is unique for
the pedagogy of the visual arts. In the pedagogi-
cal fields of music, dance and drama the balance
between the joy and the sensation of learning to
master and interpret what has been made by oth-
ers together with others, and the open space for
creating new expressions, is a natural approach to
nurturing quality in expression. Acknowledging
modelled drawing processes does not mean unde-
restimating or suppressing other drawing processes
— the narrative drawing process, the imaginative
drawing process or the memory-based drawing
process, all important parts of the joy of develo-
ping visual aesthetic expression.

On the contrary, modelled drawing strengt-
hens these often creative pictorial expressions,
as was thoroughly documented by Pedersen
(1999). The concept of creativity is essential
in Lowenfeld’s writings, his understanding of
the concept being the space where new expres-
sions and continuous explorations can flourish
(Lowenfeld & Brittain, 1979, pp. 55-72). But it
is set up against the reproductive aspect of lear-
ning to make a drawing that Lowenfeld advocates
for a break with informal learning practices. This
voluntary informal model-based learning practice,
as seen in Figure 2 is more in line with the history
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of learning by modelling within visual art and
in contemporary teaching/learning practices in
other aesthetic fields, such as in music and drama.
Modelling as part of a creative process

The findings presented in this article — the sen-
sation Anita describes of succeeding in model-
ling a horse, what we according to Kaufman
and Beghetto would call a mini-c creative sen-
sation and then using it over and over again
in new combinations (Vygotskij, 1995) — are
contrasted by.

Art and crafts as a subject can give stu-
dents the possibility to develop their abilities
to be creative and to make new expressions or
products (as other school subjects can). But
Lowenfeld’s polarisation of some of the main
features of modelled drawing against other dra-
wing ‘drives’, such as narratives and memory/
scheme drawing, is expressed in the quotation
below. Lowenfeld is here referring to an unpu-
blished doctoral dissertation written by Russell
and Waugaman (1952-1954):

Research has experimentally proven
that such imitative methods have a detri-
mental effect on the child’s creativeness.
(Lowenfeld, 1947/1957, p. 16)

Here, Lowenfeld bases his assumptions (refer-
ring to the use of drawing after each other and
the use of drawing/paint/colouring books) on an
unpublished dissertation (Russell & Waugaman,
1952) that builds upon a close-to-experimental
research approach executed in a formal arena in
the early 1950s. Unlike this inquiry, drawings
made spontaneously in natural, informal contexts
were not the starting point for the inquiry, and
looking for the insider’s perspective and for con-
text by interviewing the children was not one of
the research strategies. When reading Russell and
Waugaman’s (1952) research and results from the
early fifties, I see the publishing of these results
in context, as a protest against using simplified
stick pictures of the human figure, houses, birds
(the example used by Lowenfeld), animals etc. as
models to copy in reading and arithmetic exer-
cise books (these models are underestimating
the children and cannot be compared to what is
found in colouring books in the informal arena
today). The results can be explained by the chil-
dren’s response to and understanding of what is
expected of them in the context of a formal (and
often very strict) arena at the time and cannot be
used as proof of modelling being of universal
damage to children’s drawing development in
art teachers’ training at all times. King (1991)
has examined Lowenfeld’s basic arguments and
academic sources for seeing colouring books as
detrimental (including a review of Russell &
Waugaman, 1952) and, on the contrary, stron-
gly suggests that colouring books today can be
seen as one of several different useful teaching
tools that can teach children art appreciation.

Lowenfeld (1957/1979) also refers to his
doctoral student Heilman’s (1954) dissertation.
The article is of such poor academic quality, it is
hard to take the text presented as research serio-
usly. These are the two sources from the 1950s
Lowenfeld has to support his view on model-
ling and the use of drawing found in colouring
books as harmful.

But the fact that these studies from the early
fifties are referred to in the Danish version of
Creativity and Mental Growth (Lowenfeld &
Brittain, 1979, a translation of the American
6th edition from 1975) is surprising. Lowenfeld
polarises modelled against creative drawing
processes, and unfortunately this view on dra-
wing is still prevalent (Wilson & Wilson, 1977;
Wilson, 2007) and still undermines art-educa-
tion practices.

Lowenfeld’s most extreme utterances on
modelled drawing have been moderated somew-
hat over the years. This development is seen from
the American/English version from 1947/1957
to the Danish version from 1979. The Danish

version was used in Norwegian teachers’ training
up until the mid-1990s (Nielsen, 2000). But the
essence of his ideas, the derogatory depiction of
modelling contrasted with the concept of crea-
tivity, are still prevalent within the Norwegian
public compulsory school system today.

By looking closely at sociocultural definiti-
ons of creativity (Vygotskij, 1995; Kaufman &
Beghetto, 2009) and exemplifying this term in
practice as is done in this article, the common-
sense use of the term creativity as ‘untouched’
artistic practice (with as few recognisable visu-
al-reference features as possible) can be challen-
ged. The common-sense concept of creativity
is unfortunately often misused, worn out and
watered down so that it has no real content. The
concept of creativity can be explained and under-
stood by using theoretical definitions closely
linked to documented processes and practices,
as done here.

The theory/practice exercise of documen-
ting and defining creative practices has also
been undertaken by Lindstréom (2006). Seven
criteria for evaluating creative performance
were developed by Lindstrom and his team
for Sweden’s National Agency of Education in
1998. One of these is the ability to use models,
or when, and I quote: ‘the student actively
searches out models to emulate’ (criterion 6:
Lindstrom, 2006, p. 56), which would include
the ability to use models and elaborate on them
by, for example, making new combinations and
recombinations of the models. In a drawing
practice models must then be part of a repertoire.

Vygotsky (Vygotskij, 1995, pp. 11-13) sees
human actions as two fundamental activities:
reproducing and creative or combining/recombi-
ning activities. Reproduction is a condition for
the ability to create new artefacts, the new arte-
facts being rooted in elements of the previously
reproduced. The more previous experiences,
here, for example, a wide repertoire of inter-
nalised observations, the more significant and
productive the creative actions, here, drawing
expressions, will be (Vygotskij, 1995, p. 20).
The combinations and recombinations (combi-
nations in process) are well documented in the
data, but being in an informal drawing genre
related to line drawing often associated with
visual popular culture aimed at children in form
and content, the creative processes can easily
be overlooked, as could be the case in Figure 2.

The ‘tweens” perspective

One of the sources of modelling used by the
children in the informal arena are models from
popular culture. The informal drawing strate-
gies often involve making similes with figures
from popular culture as models, such as the
W.LT.C.H. figures, Donald Duck and Diddl.

In their book Researching Children's
Popular Culture, Mitchell and Reid-Walsh
(2002, pp. 13-45) refer to how adults have a
tendency to either trivialise or neglect the chil-
dren’s relations to and involvement in popular
culture or, on the other hand, to make the chil-
dren’s popular culture a damaging risk zone
(comparing it with junk food) without really
inquiring about what this popular culture world
means to the children.

When interviewing the children while redra-
wing, | experienced, as other researchers have
before me (Serenssen, 2008), how positively
surprised these 9—12-year olds, or tweens*,
were when my interest was focused on their
world of informal drawing-making. And as the
results show, the layers of informal drawing
reveal that making a simile is not necessarily
only about learning to make a simile. The data
strongly suggest that these learning-drawing
processes are motivated by the will to express
togetherness, friendship, social alliances, family
relations and common interests in various forms.
(*Tweens’ is the word used for the in-betwe-
en-childhood-and-teenager age-group, 8—12, by
toy producers and marketers [Serenssen, 2008].)

Conclusion - Summary

Michl (2001, p. 12) introduces the concept of
redesign and advocates the use of the term for
covering what we usually would call design
processes in the professional world of product
development and product-making. He argues that
we always build on others’ inventions and con-
tributions, that this is a feature in all trades and,
that by using the term ‘redesign’, the contributi-
ons of others to creations or design products are
acknowledged. It is important to encourage the
will and motivation to learn from others without
feeling that you are ruining your artistic integrity.
If the contributions of others are acknowledged
(or the fact that the designs of others have been
modelled or partly modelled), we are more in
control of the work being done and of our own
combinations and recombinations in the making
of new creations.

Ifteachers in compulsory school can see and
encourage these processes of modelling and the
creative use of modelled drawings in school, it
might be one step closer to acknowledging a
diversity of teaching practices tangible both to
students and teachers. The results of this quali-
tative study show that modelling and creativity
can be complementary.

Nina Scott Frisch

Associate professor in art education, PhD,
Queen Maud University College of Early
Childhood Education and Care, the art
department, Trondheim Norway
nsf@dmmbh.no

Endnotes

1 Vygotsky and Vygotskij are the same person. This
article will use the name Vygotsky (the English
spelling) in the article when writing about him,
but when books and articles referred to use
‘Vygotskij', the references in the text will be loyal
to the literature referred to (often, Norwegian and
Swedish) in regard to spelling the author’s name.
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Abstract

This article explores ways in which modern
experimental psychology can provide informa-
tion about aspects of the processes involved
in the creation of visual art. Many areas of
research in the fiel oaneuroscience and
coghnitive neuropsygholo@y yield information
thatcan be usedt lop techniques to ben-
efit the production of art. $everal phenomena
are discussed to provide a comprehensive
perspective on the psychological, behavioural
and physiological processes that influence
the creation of artwork.

Keywords: paradoxical facilitation, cognitive
psychology, system 1, system 2, verbal over-
shadowing, perceptual constancy, categorical,
coordinate, TMS.
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Introduction

Many psychologists have provided analyses
of artists and their work, including choice
of subject matter, states of mind, symbolic
interpretation, etc. Artists have looked at the
process as product, as it were. Process art is
an artistic movement as well as a creative
sentiment, where the end product of art is not
the principal focus. The ‘process’ in process
art refers to the process of the formation of
art — the gathering, sorting, patterning and the
initiation of actions and proceedings. There is
a widespread curiosity about and a focus on
the production of artwork, but very little infor-
mation is available about its ‘psychological
mechanisms’, as it were. The field of exper-
imental psychology can provide a great deal
of such information, however, given a certain
degree of extrapolation from studies that for
the most part are directed towards therapeutic
intervention. As the term implies, experimental
psychology refers to research applying experi-
mental methods to psychological study and its
underlying processes. It involves the study of
sensation and perception, memory, cognition,
learning, motivation, emotion, developmental
processes, social psychology and the neural
substrates of all these. There are psychologi-
cal, behavioural and physiological dynamics
that motivate and drive the creation of art
and a great deal of research that can yield
empirical information about them. This arti-
cle proposes to forge some links between the
fields of psychology and art so as to provide
insight and hopefully facilitate strategies to
benefit creativity rather than interpretations
for understanding; this is about the processes
within the artist and not the products of the
creative process. My point of departure has
been to provide empirical perspectives on some
time-honoured practices in the field of visual
art. The study of the human form, painting,
sculpting or drawing from live models, has
been done for generations in Western culture,
from the metal ages, through classical antiquity
and to our own age. Many art colleges teach
live modelling today, although the practice has
taken somewhat of a back seat to modern influ-
ences. Nevertheless, in view of its extremely
long history in comparison with other forms
of visual expression, I think it is of interest
to study some of the psychological aspects
and effects of working with human models.

System 1 and system 2

Before going into the more specific studies
pertaining to art, some general conceptualisa-
tions will be presented. System 1 and system
2 describe a wide range of functions, cov-
ering many behaviours and situations, and
awareness of them can ultimately be useful
factors in the creative process. In his book
summarising decades of research in cogni-
tive psychology (not to be confused with what
is called ‘cognitive behaviour therapy’), the
Israeli-American psychologist and Nobel lau-
reate Daniel Kahneman outlines two modes of

thought: system! and system 2 (Kahneman,
2012). The cognitive processes we associ-
ate with thinking, for example memory, lan-
guage, planning and knowledge on one side,
and perception and emotion/motivation on the
other, are active in radically different time-
lines. System 1 is fast, instinctive, automatic
and emotional, while system 2 is slower, more
deliberate and more logical. System I processes
are unconscious, effortless, automatic and emo-
tionally based. They are associated with the
limbic system of the central nervous system, a
deeper and older part of the brain, hence usually
referred to as lower-order functions. System 1
functions without self-awareness or control; it
is uncritical and intuitive and completely in the
present — the here and now. Scientists disagree
about what percentage of processing is done in
system 1, but most agree that by far the greater
part takes place there. System 2 comprises
deliberate, conscious, effortful and controlled
mental processes; it involves self-awareness;
it is logical and sceptical, and it plays a major
part in seeking new or missing information and
making decisions. Its processes are associated
with the cerebral cortex, the outer layer of the
brain, usually termed higher-order processes.
We can say that we are physiologically divided
into system I and system 2 and that the two sys-
tems are not entirely synchronised. One study
by Winkielman, Berridge and Wilbarger (2005)
nicely illustrates this division. The objective

Figure 1. Depicting the human figure has a very long
history in Western society; from the metal ages to the
present it has always had its place. Modern experimental
psychology can yield information about the effects

of this kind of work, perhaps contributing towards an
understanding that may provide more strategies to
benefit visual artistic work. The young man on the left

is a charcoal drawing from my days in art college
(Statens Handverks -og Kunstindustriskole: SHKS).

Stine Vogt, 1978. Charcoal on paper.

of the study was to explore three properties
of basic, unconsciously triggered affective
reactions: how they may influence subsequent
behaviour, how they work without eliciting
conscious feelings and how they interact with
motivation. Participants were given a fictional
objective for the study (that the experiment
would assess how biological rhythms would
affect reaction times and moods), after which
the genuine study commenced. Photographs of
happy or angry faces were presented sublimi-
nally, that is, too quickly for consciousness to
register, in this case 16/1000 of a second, or
16 milliseconds. The time found for a visual
stimulus to be consciously registered is in
the area of 200 milliseconds (Rutiku, Aru, &
Bachmann, 2016). The genuine objective was
to assess the pictures’ influence on the evalua-
tion of a drink that was served after the presen-
tation. After this sequence, participants were
asked to assess the drink, the same drink for
all. Upon questioning, the participants who had
seen the happy faces subliminally reported a
greater liking of the drink and were much more
disposed to buy it than those who had seen the
angry faces. Among other things, this is a clear
demonstration of both how fast system [ is as
well as showing that emotion, or motivation,
is completely synchronised with perception.
The eyes see and the emotions react — with
lightning speed — leaving consciousness lum-
bering far behind. For a comprehensive dis-
cussion of automatic, unconscious processes
and their associations in the central nervous
system, see Vandervert (2016).

Paradoxical facilitation

Another general feature of our nervous system
is something we are all subject to: that the high-
er-order functions of the cerebral cortex strongly
tend to suppress the lower-order functions by
virtue of their high demands on resources. This
may at times be a formidable obstacle to cre-
ative work. The phenomenon called paradoxi-
cal facilitation illustrates how creative skill can
emerge with the loss of higher-order functions.
It appears that resources that would otherwise
be engaged in these functions are set free and
can sometimes contribute to creative work.
An emergence of new skills has been
observed in patients with the onset of dementia,
suggesting that loss of function in one brain area
can release new functions elsewhere (Miller,
Boone, Cummings, Read, & Mishkin, 2000).
The objective of this study was to characterise 12
patients with frontotemporal dementia (FTD),
a type of dementia involving neuronal loss in
the frontal and temporal lobes of the brain, and
who had acquired new musical or visual abil-
ities despite progressive dementia. Common
signs and symptoms of FTD include significant
changes in social and personal behaviour —and
in some cases the emergence of artistic ability.
It was found that loss of functions in the fron-
tal part of the temporal lobe may lead to the
facilitation of musical or visual skills. These
findings can help us to understand processing in
healthy individuals. With the awareness of how
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some functions of the central nervous system
can override others, as is shown in the studies
of paradoxical facilitation, it is possible to plan
and execute work so as to minimise such inter-
ference and thus allow the different processes
to work together instead of against each other.

Transcranial magnetic stimulation (TMS)

We have seen how the loss of function in one part
of the brain can facilitate functions elsewhere
in the brain. Transcranial magnetic stimulation
provides a way to study facilitation in healthy
individuals (Osborne, 2003; Luber & Lisanby,
2014). TMS uses induced electromagnetic cur-
rents to modulate focal brain activity. With this
method it is possible to either depress or stimu-
late the underlying cortical activity, depending
on the desired therapeutic outcome. Professor
Alan Snyder, director of the Centre for the Mind
at the University of Sydney, has done extensive
work on savant skills. Savant syndrome is a con-
dition in which persons with significant mental
disabilities demonstrate certain abilities far in
excess of average. Such skills may include rapid
calculation, map making, musical ability or
artistic ability. Snyder argues that savant skills
are latent in us all, hypothesising that savants
have relatively unimpeded access to lower-level,
less processed information due to the failure
of the executive processes that package infor-
mation into holistic concepts and meaningful
labels (Snyder, 2009; Chi & Snyder, 2011).
The following is an excerpt of a TMS session
in Professor Alan Snyder’s laboratory in Sidney,
a transcript from a participant undergoing TM'S
by the suppression of higher-order processing:

A series of electromagnetic pulses were
being directed into my frontal lobes, but
| felt nothing. Snyder instructed me to
draw something. ‘What would you like
to draw?’ he (Snyder) said. ‘A cat? You
like drawing cats? Cats it is" I've seen a
million cats in my life, so when | close my
eyes | have no trouble picturing them. But
what does a cat really look like, and how
do you put it down on paper? | gave it a
try but came up with some sort of stick
figure, perhaps an insect. While | drew,
Snyder continued hislecture. ‘You could
call this a creativity-amplifying machine.
It's a way of altering our states of mind
without taking drugs like mescaline. You
can make people see the raw data of the
world as it is. As itis actually represented
in the unconscious mind of all of us’. Two
minutes after | started the first drawing,
| was instructed to try again. After another
two minutes, | tried a third cat, and then
in due course a fourth. Then the experi-
ment was over, and the electrodes were
removed. | looked down at my work. The
first felines were boxy and stiffly uncon-
vincing. But after | had been subjected to
about ten minutes of transcranial magnetic
stimulation, their tails had grown more
vibrant, more nervous; their faces were
personable and convincing. They were
even beginning to wear clever expres-
sions. | could hardly recognise them as
my own drawings, though | had watched
myself render each one, in all its loving
detail. Somehow over the course of a
very few minutes, and with no additional
instruction, | had gone from an incompe-
tent draftsman to a very impressive artist
of the feline form. (Osborne, 22 June 2003)

Categorical and coordinate processing

When drawing or painting a three-dimensional
scene, two processes often come into conflict.
Kosslyn (1987) proposed two distinct process-
ing modes, termed categorical and coordi-
nate spatial relations, respectively. Categorical

representations capture general properties of
the visual percept without defining exact quan-
tifiable properties. Conversely, coordinate rep-
resentations capture precise spatial locations
of objects and scenes, or their parts, in terms
of measurable units (Jager & Postma, 2003).
Roughly speaking, the categorical mode is
comparable to system 2 processing in that it
makes use of concepts that are not based on
perceptual input, for example ‘man’ or ‘vase’.
A man can have any visual characteristics in
any combination, skin colour, hair colour, age,
stature, etc. The variations are endless, but we
all know what ‘man’ is; it is a category depen-
dent on cognition. Conversely, the coordinate
mode applies to the perceptual information of
systeml about the man, what he looks like,
rather than what category he belongs to: how
tall, exactly what skin/hair/eye colour he has,
how he is positioned — sitting, standing, walking
away or towards and so on. We need coordi-
nates to be able to judge distances, for example
in reaching for something or in determining
the colour of an object. There is little use of
category if you want to pick up a cup of cof-
fee; you need the wherewithal to assess where
it is and how far you need to move to grasp it.
Its primary function is physical orientation in
order to get about in the world. In painting or
drawing from models or scenes, the coordinate
processing mode is extended beyond its sur-
vival value service in order to project three-di-
mensional scenes on two-dimensional paper or
canvas. For this, you need to be able to assess
proportions as they appear; you need to assess
real perspective, foreshortening, exact colour
modulations, etc. A categorical apprehension
can get in the way of this veridical assessment
for reasons I will return to in the section about
perceptual constancy.

Verbal overshadowing

We have discussed how two relatively physio-
logically separate systems work. This entails,
among other things, that our emotions and per-
ceptions (system 1) are rendered partly or some-
times completely inaccessible to us because they
are compromised by higher-order processes,
what we normally refer to as thinking or cogni-
tion (system 2). Language, very much a system
2 function, can interfere quite forcefully with
visual perception and visual memory and by
extension visual artwork. Verbal overshadowing
refers to the detrimental effect of verbal descrip-
tions upon visual recognition. It has been shown
that when people attempt to verbalise memories
that are not language related, such as a colour or
the characteristics of a face, the memory of them
deteriorates. The effect was originally thought
to comprise the formation of verbally encoded
representations that would mask and interfere
with access to the original, non-verbal memory
(Schooler & Engstler-Schooler, 1990). It has
since been found that it is not merely a matter
of verbalisation obscuring an intact, original
memory, however, but rather a general shift
in processing that actually weakens the ability
to use non-verbal operations. In other words,
non-verbal abilities are themselves subject to
deterioration (Schooler, 2002). This is obviously
of great relevance to visual artists. In view of this
relatively recent insight, it becomes pertinent
to control and limit the influence of language/
verbalisation when working visually. Techniques
can and should be developed with this in mind
so that visual work and the appreciation of the
same is not talked to death, as it were. It may be
said that the worst thing one can do to a painting
is routinely done in art museums; a guide leads
a group of viewers from picture to picture and
talks about each one. There is usually no time
to look quietly at the artwork before the next
verbal barrage. It virtually guarantees that the
viewers’ experience of the work is curtailed
and reduced to a little fact-gathering at best.

Figure 2. In this example, when we view a van in the driveway, we know that the front of the van is the same size as the
back end, even though the actual impression tells us that it gets a great deal smaller. The tiny man in the foreground is
exactly the same size as the one further down the driveway, but looks much smaller, illustrating how we manipulate
size according to what we know and not so much what we see.

Figure 3. It is not hard to see that this is the same chair in different orientations. Were it not for object constancy, we
would not be able to assess this. If we were to draw the two, however, we would have to go against constancy in order
to produce a visually correct image.

Figure 4. Colour constancy: The three pictures are obviously of different colours, but
the normal visual system has no difficulty in seeing a white cat on a cluttered surface.
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Figure 5. Colour constancy, the last to develop in humans, is the equalising of the different colours and values
around a form. The picture of a lemon is an example of this: most people perceive it as a relatively uniform yellow
colour with a little difference in light and dark areas. In reality, we see not only light and dark areas and one basic
colour but a range of colours with different colour temperatures, from the cold, acid yellow in the lightest area to
the warm fudge in the shade. The colour scale on the right side of the picture shows precise extractions of these
colours to demonstrate the large variations in hue.
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Figure 6. Using a pencil or similar object to
obtain correct variation in size and shapes.

Figure 7. This is a painting of a model we had in art college (Statens Handverks -og
Kunstindustri-skole) years ago. Working with human models affords a rich scope of
personal expression while simultaneously demanding correct dimensions and colouristic
interpretation. Stine Vogt, 1978. Oil on canvas

Perceptual constancy

In the TMS session described above, the stim-
ulation suppressed activity in the frontal lobes
of the subject, creating a temporary depression
of system 2 executive functions. As mentioned,
these include basic cognitive processes such as
attention control, cognitive inhibition, working
memory (or short-term memory), cognitive
flexibility and language. It can be viewed as
the mind’s administration and integration cen-
tre, without which we would not have survived
as a species. When these are suppressed, visual
resources are allowed greater scope, just as what
appears to occur in the cases of FTD and par-
adoxical facilitation discussed above. We shall
look at some of the mechanisms that facilitate
the integration of visual input into the ‘exec-
utive branch’ in the frontal lobes and discuss
how this highly efficient allocation of resources
becomes a liability in the production of visual
artwork, so much so that it becomes necessary
to unlearn the normal way of seeing. Although
we are unaware of it, vision is one of the most
complex and layered functions of the nervous
system. It comprises a host of sub-functions,
beginning with the image on the retina of the
eye and ending, more or less, in the frontal lobes,
the executive part of the brain, via paths along
the entire cortex. The image goes to the back
of'the brain to the occipital lobes and is assem-
bled into a comprehensible percept in stages.
During its long journey through the brain and
back again, the image is simplified by a process
called perceptual constancy. With this process,
all extraneous information is stripped away to
make a sort of icon that is easily combined with
other cognitive functions, such as stored memory
representations and language, which facilitates
executive function — system 2. There are many
constancies that enable us to make sense of
the visual world. Size constancy, for example,
equalises the real variation in size created by
perspective (Figure 2).

Shape constancy (Figure 3) allows us to
perceive an object from different locations and
perspectives. With this function, we are able to
see that the bicycle is the same whether viewed
from the front, back or side. The utility of this
is apparent; without it we would see a new
object each time we moved. Similarly, colour
constancy (Figure 3) allows us to compound
the huge variations of colour temperature and
light values around an object so as to simplify
identification. The end product of perceptual
constancy is stripped of variation, providing a
much more easily and clearly identifiable envi-
ronment than would have been the case if the
constancies were not there. In terms of species
survival, this is of the utmost importance. If we
did not perceive by way of constancy, an object
would have to be re-analysed with every new
angle, at every different perspective; a wolf
viewed from the front would seem a different
animal if viewed from the side. Constancy uni-
fies and simplifies, which has obvious survival
value, but it also removes a great deal of visu-
ally compelling material, reducing the visual
repertoire and with it the joy of experiencing the
incredible richness of the visual environment.

There are some simple ways to counter
the effects of perceptual constancy. In order to
correct for perceptual errors of foreshortening,
Leonardo da Vinci set up a glass pane with a
grid vertically in front of the model, thus making
it possible to trace correct proportions on the
glass. A simpler way of countering the reduction
of perceived size differences, or size and shape
constancy (for example, the difference between
the front and the back of the train in Figure 2)
can be corrected by using a pencil or a similar
object as a sort of ruler. Hold the pencil at an
arm’s length, as vertical as possible, and use the
thumb to mark the perceived length or height
of the model. The correct difference can then
be transferred to paper or canvas (Figure 6).

Colour constancy, the tendency to eliminate
colour and light variations in objects, can be
countered by viewing the different parts of the
object (like the lemon in Figure 3) through a
small hole. Make a hole about Smm in diameter
on a piece of paper and look at the object bit
by bit. This allows an analysis of colours inde-
pendently of each other and gives a veridical
impression of the real and often quite dramatic
colour variations that are actually there to be
seen. Lacking bits of paper with holes, closing
a fist to make a make a small opening through
which to peek will do just as well.

Working from models

One area in the visual arts that has been exten-
sively undertaken is that of drawing, sculpting
and painting the human figure. This practice
affords the perfect challenge to the activity
of learning to see, or rather, re-learning to
see. However, it has been taken somewhat for
granted that this is so, without much empirical
evidence other than the accumulated experi-
ence over time and hundreds of generations
of gaining proficiency from this type of work.
This lack of factual knowledge may not seem
like a big problem, but the absence of concrete
knowledge has in turn taken attention away
from the learning process itself to the advan-
tage of the product, leading to the conception
that since nobody is interested in pictures of
nudes in this day and age, there is no point
in producing them. With this, a vast source
of generalisable skills is lost. As mentioned,
for the purpose of creating visual artwork, the
constancies become something to unlearn in
order to gain access to the visual richness that
is actually out there, preventing access to the
coordinate properties of the visual array. The
study of the human form provides a unique
way to this unlearning. While allowing a rich
scope for individual interpretation, it nonethe-
less provides the stability for learning to portray
the figure as it actually appears. A knee in per-
spective has to be correctly drawn in order to
function pictorially. If it is not correctly done,
it will seem wrong to the viewer. We all have
bodies, and we all know how a body looks and
works; therefore we have a common reference
that gives the stability necessary for learning. In
attempting to provide empirical evidence for the
idea that work with live modelling alters visual
perception, a study of eye movements in artists
trained in live modelling was conducted with a
control group of unskilled participants (Vogt &
Magnussen, 2007). Long before, the Russian
scientist Alfred Yarbus (1967) had found that
eye movements of participants viewing pic-
tures of people (the Unexpected Visitor by Ilja
Repin, 1888, and others) showed a strong, uni-
form tendency to fixate on human features. We
hypothesised that artists with training in live
modelling would exhibit eye movements that
would reflect increased interest in form, colour
and composition as a function of experience in
countering the effects of categorical cognition
and perceptual constancy, and consequently
that they would fixate less on human features.
Figure 8 shows an example of the scanpaths
we obtained. The scanpaths and their statisti-
cal analyses strongly supported our hypothesis;
artists used significantly more varied scanning
strategies, encompassing the entire surface of
a set of pictures which included parts of or
entire human forms, than did the untrained
participants, indicating that the artists made
extensive use of colour, form and compositional
features while the untrained group focused
almost exclusively on the human features. For
different reasons, the eye movements of some
visual artists without experience in live mod-
elling were included in the study, and these
invariably showed the same patterns as the
untrained group (as this was coincidental, more
work is needed to explore this, for example a
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replication of the study described here, with
three groups instead of just two — untrained
controls, artists without training in live mod-
elling and artists with such training). Results
suggest that training in live modelling takes
us away from the simplifying and automatic
search for identifiable features, the visual norm,
to a varied search strategy that includes many
more visual features. In a subsequent test of
memory, artists with live modelling training
had significantly higher scores on all parame-
ters: conceptual, form/colour and composition.
A study of hemispheric lateralisation (Vogt &
Magnussen, 2005) showed that the processing
of pictures of athletes (comparable to models in
live modelling) took place significantly more
in the left hemisphere compared to visually
untrained participants. This accords with and
supports other findings that the right cerebral
hemisphere is optimised for processing unfamil-
iar input, while the left hemisphere is optimised
for processing familiar input (Goldberg, 2009).
As new things become familiar to us, the left
hemisphere develops routines for processing
them. Hence, artists with training in portray-
ing the human form have developed schemes
for apprehending its visual features. One may
say that when the brain must deal with vastly
greater visual input (greater apprehension of
visual, coordinate components), its plasticity
allows it to distribute imagery so that the left
hemisphere does the routine work, leaving the
right hemisphere free to accommodate new,
richer imagery.

Conclusion

The studies presented here give indications of
a vast reservoir of obscured resources that may
be brought to the surface of the mind, as it were,
and thus made more deliberately accessible in
the creative processes. Knowledge about them
is a solid step in this endeavour. It can prepare
the ground for a more productive administration
of the work process. We have seen that there
are two separate physiological systems that can
operate almost independently (Kahneman, 2012;
Winkielman et al., 2005). System I is rapid,
largely unconscious, automatic, emotional and
completely in the present. It is susceptible to
being overridden by the more laborious, slow
action of system 2, the activity that is generated
in the outer layer of the brain and comprises our
consciousness. I would argue that it is system 1
that gives a work of art its impact. The merits
of'a work of art, in any medium, are of course
a combination of skill and what I will call pres-
ence. As 1 see it, artwork needs something as
elusive as vitality. In more scientific terms, it
needs emotionality and acute perception (sys-
tem 1) as well as skill and deliberation (system
2). The study by Winkielman et al. (2005) gives
us a glimpse of a level of the psyche in which
perception and emotion are completely in accord
despite no contribution from consciousness. As
shown in the studies of verbal overshadowing,
language can and will obscure immediate percep-
tual impressions. In overthinking a visual work,
the presence of a work of art can easily disappear.
System 1 insight is fast and tenuous. It extin-
guishes as quickly as it emerges. Who among
artists has not had the experience of suddenly
knowing in an instant exactly what is right for
the work, only to lose the insight, the gut feeling,
the instinct in subsequent overthinking. If one
accepts that the system I experience is fragile
and brief, rather than desperately trying to retain
the complete perceptual/emotional experience
itself, it becomes possible to trust the memory
of the insight. One can’t feel it anymore, but one
can remember its character. Then the work can
be integrated with planned, laborious system 2
activity. In other words, it is possible to use time
deliberately. One technique for facilitating such
system 1 insight is to leave the work for a while
and then go back to it to see what happens in

the split second one sees the work again. System
2 will have disengaged in the meantime, and
an opening has been created for system 1 for a
brief moment. Instead of a clash of functions in
which the most fragile loses out, the systems can
be made to complement each other. Finally, the
perceptual skills obtained in drawing or painting
from models has a profound impact on visual
perception. The effect is powerful and lasting;
many of the participants in the eye-movement
study described above (Vogt & Magnussen,
2007) had not worked with models for many
years and were doing completely abstract work
at the time of the experiment, but the effects of
their live modelling training were still fresh. It
seems that once one has learned to see coordi-
nately, or pictorially, rather than functionally,
the ability does not fade. As mentioned initially,
the object of the training is not necessarily the
creation of the pictures themselves but what the
practice does to enhance visual perception. With
knowledge it becomes possible to understand that
what seems to be a rather ethereal ‘gut feeling’
or instinct is in fact a vast reservoir of percep-
tual and emotional abilities that can become
clear with effort. In effect, in giving them time,
scope and attention, these abilities can become
permanently accessible to us.

Stine Vogt

Artist and psychologist

PhD from University of Oslo,
Dept. of Psychology

Now independent
Stine.Vogt@gmail.com
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Sammendrag

| tillegg til dialogen som organismen farer
med den ytre verden ved hjelp sansene, finnes
det under tegneprosessen en uartikulert far-
spraklig kobling mot de stimuli, som kommer
fra den «ikke synlige» indre fornemmende
kroppen. Forskningsspgrsmalet jeg har valgt
a arbeide med i artikkelen er: Hvordan gke
bevisstheten om den farspraklige dimensjonen
av det kroppslige nzerveeret i tegning? Dette
undersgkes i dialo Merleau-Ponty sin
tenkning rundt kroppsferfgmenologi, Derrida
sitt syn pa tegneren som bjind, psykolog Stern
sin tenkning om vi tsaffekt. Likeledes
inspirasjon fra forskere som Petitmengin med
sin mikrofenomenologiske metode, Berger
sin pedagogiske tenkning og studier av krop-
pens rolle i vitenskapelig forskning og ulike
forfattere innen kroppskognisjonsteori som
fremhever betydningen av det fgrspraklige i
tenkning. Forskningsspgrsmalet vil ogsa bli
belyst ut fra min erfaring som kunstner og som
tegneleerer pa Institutt for landskapstegning
ved NMBU.

Nekkelord: tegning, farspraklig, kroppslig
neerveer, kroppskognisjon, nonfokal/distri-
buert oppmerksomhet, distal og proksimal
stimuli, dypsensibilitet, kroppskognisjon, levd
og levende kropp, persepsjon, indre skjema
og det kreative rommet

Christian Montarou

Hvordan gke bevisstheten om
den forspraklige dimensjonen
av det kroppslige neerveeret

| tegning?

Innledning

Langt vekk fra tilneermingen presentert ovenfor,
star diskursen om tegnepedagogikken i Norge,
som plasserer tegnefaget i en teoretisk ramme
inspirert av den sosiokulturelle teorien. Vygotsky
sine studier av forholdet mellom tenkning og
sprék, foyer seg inn i den strukturalistiske tradi-
sjonen, som ogsa kan kalles logosentrisk (Derrida,
1990). Det er fordi det understreker ideen (logos)
som overordnet alt annet i kommunikasjon. I var
kultur referer begrepet dialog til Platon og til gresk
filosofi, som representerer en type kommunika-
sjon hvor sprékets logikk har ferste prioritet. Det
som ikke kan artikuleres med ord er ikke medreg-
net i dialogen som Vygotsky ellers ansé som sa
viktig for leering. Det er her de estetiske fagene
og tegning i forste rekke kan bidra til & utvide
forstaelsen av begrepet kognisjon til kroppskog-
nisjon som erkjenner de estetiske, kinestetiske og
emosjonelle aspekter som bidrar til tenkningen
gjennom trening av fornemmelsen/intuisjonen.
Sett ogsa pa bakgrunn av at vi lever i en tid hvor
den digitale teknologien reduserer vart kropps-
lige forhold til tegning og til virkeligheten ved
et fingertastetrykk, er dette et spersmal som er
viktig & utforske. Det er her min problemstilling
om betydningen av & oke bevisstheten av den for-
spraklige dimensjonen og det kroppslige naervaret
i tegnehandlingen blir aktualisert. Spersmalet blir
videre hvordan den ikkekonseptuelle og forbevis-
ste dimensjonen av tegnehandlingen, som er dypt
forankret i den subjektive personlige erfaringen
bidrar til bevisste billedspréklige formuleringer.

Besvarelsen pa dette forskningsspersmalet
presenteres i artikkelens fire deler. I den forste
delen vil jeg presentere de teorier som har inspi-
rert meg til & belyse egne erfaringer og studen-
ters erfaringer med den uartikulerte dialogen i
tegning. I andre del viser jeg eksempler pa en
pedagogikk som legger til rette for & utvikle en
varhet ovenfor den ferspraklige dimensjon av
tegneprosessen. I del tre prover jeg & vise hvordan
kroppskognisjon benytter forspraklig kunnskap
i tegning og i siste del presenterer jeg resultatet
av min undervisningsbaserte forskning. Det siste
avsnittet dreier seg om en tegnemetode som jeg
har utviklet over tid med studenter fra Institutt
for landskapsplanlegging pA NMBU. Denne
metoden beskriver en tilnaerming til tegnehand-
lingens ikke-verbale dimensjon. Disse temaene
er interessante & belyse, fordi det er vanskelig
tilgjengelige temaer, som sjelden eller aldri er
tatt opp 1 litteratur om tegning. Mange tegnelae-
rere trenger ogsd alternative forstaelser til dette
faget, utenom den faglige retningen som betrakter
tegning som visuell kommunikasjon i en sosial
kontekst. Interessen for kroppen som kunnskaps-
kilde er aktuell i mange kunnskapsdisipliner og
de ovenfor nevnte spersmalene har vart og er
fortsatt en drivkraft i mitt virke som tegnelaerer.

1. Teoretisk bakgrunn

Min inspirasjon stammer fra en rekke kilder.
Dette dreier seg om filosofer som Merleau-Ponty,

Derrida og psykologen Stern. Den sistnevn-
tes teori om vitalitetsaffekter som handler om
ikke-verbal kommunikasjon hos spedbarn er
av stor verdi for & forklare den uartikulerte
dialogen ogsa i tegning. Utover egenerfaring
som kunstner og pedagog, har jeg blant annet
skrevet om forholdet mellom oppmerksomt
narver og kreativitet (2013) og blitt inspi-
rert av forskere innen pedagogikk som Berger
(Berger, 2009) og Petitmengin (Petitmengin,
2016) innen mikro-fenomenologisk forskning.
Alle de ovenfor nevnte, har hver pa sin mate
bidratt til & underbygge en ny forstdelse av
forholdet mellom visuell persepsjon, tegning
og tenkning ved & erkjenne den forspraklige
dimensjonen av kroppens rolle i persepsjon
og 1 tenkning.

Kroppslige kognisjonsteorier «Embodied
cognitiony, handler om kroppens rolle i tenk-
ning og hevder at forspraklig kunnskap er en del
av de kognitive prosessene (Wilsom & Foglia,
2011). Denne relativt nye forstaelsen av kog-
nisjon, er i trad med de fenomenologiske syns-
punkter som hevder at kroppsskjemaer, eller var
indre kroppsfornemmelse, er forut for visuell
persepsjon:

Et integrert sett av ferdigheter, som er
klare til & forutse og innlemme verden for
bruk av begreper/ dannelse av tanker/
vurderinger, en type av legemliggjort
beredskap som bestar av en slags ikke
kognitive, fgr spraklig, motorisk malret-
tethet som kalles habitus

(Merleau Ponty, 1945).

Fenomenologien opererer mer med to aspekter
av kroppen: kroppen som fysisk objekt og vart
subjektive forhold til den som levd kropp begge
er flettet 1 hverandre og er uatskillelige. Vi bor
pa en mate pa to steder samtidig, eller, for a si
det billedlig, vi er mellom barken og veden.

Moderne hjerneforskning (Lagercrantz,
2010) viser at hjernen bygger opp og utvikler
kinestetiske modeller for bevegelse i fosterli-
vet og fra fedselen av. I mellomrommet mel-
lom kropp og sinn registrerer menneskebarnet
rytmer, tidsrom, lys, varme, gjentagelser som
danner urmenstre for meningsdannelse og gjor
kroppen til noe mer enn biologi og fysiologi og
danner grunnlag for en meningsproduserende
kognitiv kropp. Lingvisten Lakoff og filoso-
fen Johnson (Lakoff & Johnson, 2003) hevder
at de erfaringene som da bygges opp, danner
utgangspunktet for senere tankevirksomhet.
Disse skjemaer eller modeller av relasjonell
erfaring er avhengige av sanseapparatets utvik-
ling og kroppens evne til bevegelse i rommet.
Enkelt sagt kan man si at den kognitive sanselige
kroppen lagrer disse bruksanvisningsmodeller,
som ikke bare knyttes til det visuelle, men til
forestillinger om alle sansers erfaring og dan-
ner en minnebank innskrevet i kroppen som
tanke-/adferdsmenster. Disse er alltid klare til
a brukes 1 alle situasjoner og ikke minst som
ressurs i tegneprosessen.

Tidligere ble kognisjon utelukkende ansett
som behandling av symboler pa et «hgyere men-
talt nivay. Slike symboler, med innebygde og
forhandsdefinerte betydninger, relaterer til en
ekstern og symbolsk «representert» referent.
Ifolge den chilenske forskeren Varela stér for-
holdet til denne eksterne referenten kun for 20 %
av de opplevde stimuli, mens kroppens historie
og minne, dvs. erfaringskunnskap, star for 80%
av de interne forholdene som styrer dannelsen
av mening i den kognitive prosessen (Varela,
1996). Disse erkjennelser setter spersmalstegn
ved etablerte sannheter, som for eksempel at vi
oppfatter verden som en selvstendig og separat
enhet utenfor oss selv. Det bekrefter i stedet den
fenomenologiske ideen som overstyrer gapet
mellom subjekt og objekt ved at vi kan opp-
leve oss selv som en integrert del av vért miljo
ien spesiell kreativ tilstand. For eksempel som
ndr tegneren et sted i arbeidsprosessen blir i ett
med sitt motiv.

Den tradisjonelle forestillingen om tegning
definert som evnen til & se og registrere den ytre
verden, for & kommunisere om den ved hjelp
av tilgjengelige tekniske ferdigheter, har blitt
kritisert av den franske filosofen Derrida. Han
foreslo et synspunkt pa tegning som skiller seg
radikalt fra det tradisjonelle synet som er rela-
tert til den visuelle oppfatningen av den ytre
verden. Ut fra denne forfatterens perspektiv er
kunstneren blind (Derrida,1990). Den under-
liggende motivasjon for grafisk representasjon
er ikke knyttet til visuell persepsjon, men til
minnet i form av spor. Altsé gesten av a tegne
en linje bestar med andre ord av noe mer enn
a registrere en ytre virkelighet. Nar tegneren
tryller frem en sarpreget konturlinje oppstéar
ikke dens tilsynekomst ved kontrast, men ved
at den utvisker seg selv for & karakterisere sitt
motiv ut av bakgrunnen. Kunstnerens blindhet
er resultatet av en «blind flekk» i menneskets
bevissthet. En grunnleggende og smertefull
allmenn menneskelig erfaring er gapet mel-
lom natur og kultur, det sanselige og det intel-
lektuelle, som for alltid vil forbindes med det
uutsigelige og veere utilgjengelig for bevisst-
heten. Ifelge Derrida er kunstneren blind pa
tre nivaer. Pa grunn av den tidsmessige for-
skyvningen mellom det & se og det & tegne,
kan ikke kunstneren se modellen mens han
eller hun faktisk tegner. Med andre ord, den
som tegner er avhengig av bade korttidsminne
for & skildre det han eller hun nettopp har sett
og lagt merke til, men ogsa til langtidsminne
med hensyn til tidligere erfaringer. Dette er det
forste nivaet av blindhet hvor synet motiverer
handlingen a tegne linjer. Det andre nivaet av
blindhet er nér linjen etterlater spor som blir
usynlige (utvisker seg selv) for & bli en integrert
del av tegningens inndelinger av formatet og
bestemmelser av mellomrommets flater og lar
tegningen utvikle seg videre. Det tredje nivaet
er ndr tegningen, utviklet i det andre nivéet av
blindhet, ikke lenger er synlig, fordi dens linjer
og former smelter sammen med den symbolske
betydningen av tegningen.



Figur 1. Hvordan gjenkjenne en gjenstand
nar visuelle skiemaene ikke kan brukes.

Ved a fremheve tegnerens blindhet i forhold til
virkelighet en understreker Derrida kroppens
betydning i persepsjon. Denne kan ikke lengre
reduseres til registrering av ytre visuelle stimuli
for a se og tenke logisk klart. Kroppens rolle i
tegnehandlingen er derfor knyttet til gestenes
innleerte bevegelser; det haptiske og bereringens
emosjonelle innhold. (Figur 1)

Som konklusjon pa dette avsnittet kan man
si at utover betydningen av den verbale-ling-
vistiske formulerte kommunikasjon, finnes det
innskrevet i kroppen et potensial for kommu-
nikasjon i «det usagte». Kobling mellom den
bevisste intensjonen om a tegne, den forsprak-
lige dimensjonen av det kroppslige naerveeret i
tegnehandlingen og den ytre verden, krever en
spesiell tilneerming. Dette fordi den uartikulerte
dialogen som da utspiller seg, kan betegnes som
stum da konsentrasjonstilstanden tegneren ber
veere i, for 1 det hele tatt fa til en slik kobling,
ikke taler anvendelse av logisk tenkning og bli
artikulert til setninger, kan ogsa sies & vare blind,
nér persepsjon av den ytre verden via synssan-
sen fungerer til dels som et springbrett for a fa
oppmerksomheten til og rettes mot kroppens
indre ved hjelp av dypsensibilitet. Sett fra mitt
synspunkt kan tegnehandlingen ogsa betraktes
som dev, da dyp konsentrasjon ikke lar seg distra-
here av forstyrrende elementer fra omgivelsene.

2. Hva er kroppskognisjon i tegning

Som sagt ovenfor innebarer tegnehandlingen
en aktiv mobilisering av bade av den fysiske
og den fenomenologiske kroppen. Den siste
ogsa kalt den imaginere kroppen, en kropp
som ma lyttes til og fornemmes som fylde og
som er stedet for var tilstedevaerelse i livet, et
indre rom som vi bade er nedsenket i og som
samtidig er separert fra omgivelsene (Sami-Ali,
1974). Denne konteineren av livserfaring er en
potensiell ressurs for kreativ problemlosning.
Det vil si at ved «kreativ tegnemodus» foregar
det en spesiell type kognisjon som kobler hand-
lingen 4 tegne sammen med den levde kroppen,
slik at grensen mellom det & vere betraktende
og handlende utviskes. Denne sinnstilstanden
kjennetegnes blant annet av var fornemmelse
av tiden som forandres, da registrering av kro-
nologisk tid svekkes for a bli erstattet med
opplevelsen av tid som varighet. Evnen til &
utrykke seg med ord kan bli vanskelig, en foler
seg opplagt og avslappet, meget vaken og i stand
til & utfore oppgaven med topp konsentrasjon.
Som folge av dette kan tegneren bli bade i
osmose med sitt motiv og samtidig bli en del
av en storre helhet som fanger opp situasjonen
tegnehandlingen foregér i. Den stadige veks-
lingen mellom det & vere i ett med motivet og
a se motivet pa avstand, vekker etter en stund

den kreative energien under selve prosessen. Pa
veien til kreativ tegnemodus skiller bade Berger
og Petitmengin (Petitmengin, 2007) forskjellige
tilneerminger hvor kroppen spiller forskjellige
roller (Berger, 2009). Disse sinnstilstander er
alltid til stede i den kreative prosessen, men
opptrer ikke nedvendigvis i rekkefolge. De
kan ikke innordnes i en logisk struktur under-
lagt utviklingstanken uten & miste sin egenart.
De ulike roller kan heller bli sett pa som for-
skjellige lag av bevisstheten som er tilstede
samtidig med forskjellig intensitet. Den fysiske
kroppen er inngangsport til det forspraklige og
trenger oppvarming og forberedelse for a na
dette stadium, slik at den skapende energien
underveis kan flyte fritt. Dette kan oppnas med
avslapningsevelser, se figur 2, og trening av
oppmerksomhet pa formal-estetiske elementer
for gradvis a oppleve mestring av disse ovelser,
se figur. 11,12.

Figur 2. Hvordan gjenkjenne en gjenstand
nar visuelle skiemaene ikke kan brukes.

Den perseptuelle introspeksjon retter oppmerk-
somheten mot kroppens indre fornemmelser og
personens pust. [ undervisningen praktiseres der-
for kropps-bevissthetsevelser med en spesialist
i psykomotorisk fysioterapi, slik at studentene
registrerer selv og larer & redusere vanespen-
ninger i kjeve, nakke, skulder, armer, bryst med
mer. De utforsker sittestillinger, og mater a sta pa
som gir forutsetninger for avslapping, kroppslig
narvear og arvakenhet. Kroppens svar pa gvel-
sene blir en sterre bevissthet om & slippe pus-
ten mer naturlig til, som skaper dypere inn pust
som ogsa kalles «inspirasjon» i dobbel forstand.

Figur 3. Komme i en tilstand av flyt ved & tegne
bevegelsen av et slgyfegymnastikkband.

Ved a arbeide med en type lekorienterte og
dynamiske evelser, reduserer mange studenter
sin prestasjonsangst og frigjerer seg fra ste-
reotype tegnemater. De utfordres til & utforske
streken som forlengelse av kroppen. Studentene
inspirerer hverandres kreativitet ved arbeide
med bevegelse som uttrykk i ulike kroppsstil-
linger, se figur 4. Deres muntlige og skriftlige
evalueringer gir uttrykk for at denne type teg-
neundervisning gir ekt kroppslig nerver og
konsentrasjon, samtidig som det gir okt selvtillit
for eget tegnuttrykk.

Figur 4. Mime kroppsstillinger, aktiverer farspraklige
kroppsskjema, kjenne kroppsstillinger bade innenfra
og sett utenfra.

3. Hvilken pedagogikk kan hjelpe oss til & akti-
visere vart forhold til den forspréklige dimen-
sjonen av tegneprosessen?

Det finnes i Norge, sé vidt jeg vet, ingen
tegnepedagogikk som har som bevisst méal om
a skape aktsomhet for det forspraklige i tegne-
prosessen. Det er forstéelig for de forspraklige
erfaringene som er «her og na»-erfaringer, som
vanskelig lar seg artikulere, men det betyr ikke
at den uartikulert kroppskognisjon ikke finnes.
Claire Petitmengin sin forskning pa den ubevisste
dynamikken av den uartikulerte levde erfaringen,
og den mikro-fenomenologiske metoden hun har
utviklet for & registrere dens intime emosjonelle
og kroppslige uttrykk, kaster et lys pa den intu-
itive forspraklige erfaringen som har stor gyl-
dighet for a forsta tegneprosessen (Petitmengin,
2007, s. 54-82).

Dialogen som den sprakbaserte tegnekunn-
skapen forer er vanligvis frakoblet kroppen som
minnebank for dypt internalisert og personlig
erfaringskunnskap. Derfor bringes ikke forsprak-
lig kompetanse med i samspill og dialog for a
improvisere originale svar pa et forskningsspers-
mal. De fleste kjente pedagogiske metoder har
som mal & formidle kunnskap via begreper, sa
her trenger vi en hel ny pedagogikk som legger
til rette for & belyse den kreative prosessen som
forer til ny kunnskap. Et eksempel som har veert
til inspirasjon for meg og som stammer fra nyere
forskningskilder, er «den perseptuelle pedagogik-
keny, som har som hensikt & verdsette og & utvikle
kroppens rolle i persepsjon og i leringsproses-
ser bade i praksis og i teorien (CERPA, 2013),
pé norsk «Studiesenter for anvendt forskning i
perseptiv pedagogikk», og Eve Bergers analyser
om kroppens plass innen vitenskapelig forskning
(Berger, 2009). Hvilke metoder kan tas i bruk for
a koble seg til den levde og folsomme kroppen?
Perseptuell pedagogikk anvender tre metoder for
a arbeide mot dette mélet:

1) Den perseptuelle gymnastikken som har
som mal & utvikle den grafisk-motoriske ferdig-
heten ved a trene elevene til & tegne i stdende
stilling bade sveert fort og sveert langsomt, med
albuen eller med utstrakt arm som vist i figur 5,
med involvering av hele kroppens bevegelser
og med fokus pa linjen.

2) Den perseptuelle introspeksjon defineres
som avslapning. Det er gjennom avslapning at
den kreative energien kan flyte fritt og vaere en
uunnverlig ressurs i tegneprosessen. Hensikten
med denne avslapningstilstanden er & etablere
en holdning av sékalt «aktiv neytralitet», det
vil si en ikke-kritisk, men aksepterende og
empatisk mate & forholde seg til det som matte
komme. (se figur 3)

3) Verbalisering av erfaringene: Sette
ord pa tegneprosessen er viktig for & fa
best mulig utbytte av denne typen «Metax-
tegneundervisning, som inkluderer mentale
og psykologiske aspekter av prosessen. Den
reflekterende tegneren ma kunne vitne om sin
tegneprosess, litt underveis og mest i etter-
kant. Dette punktet konkretiseres ved at stu-
dentene blir bedt om & skrive kommentarer
til oppgavebesvarelsene og generelt om deres
utviklingsprosess over tid. Samspillet mellom
visuelle produkter, samt skriftlig og muntlig
fremforing, avdekker pa en meningsfull mate
mer av studentens arbeids- og tankeprosesser.
Likeledes inviteres studenten til a reflektere over
ulike og viktige sider av undervisningen. De
far komme til uttrykk med egne formuleringer
pa virkningen og nytten av undervisningen. Se
eksempler figur 8.

Den perseptuelle kompetansen som trenges
for & bli oppmerksom péa de meste intime og
fantomlignende deler av oss selv, ber vere til-
passet en type kunnskap som ikke er definert pa
forhénd, men som oppstér underveis og opple-
ves som ny nar den blir til. Begrepet kunnskap
innen estetikken er sammensatt og anvender en
kombinasjon av begreper som analytisk kunn-
skap, taus kunnskap, perseptuell og praktisk
kunnskap. Jeg savner samspillet mellom disse
forskjellige aspekter av kunnskapservervelsen
slik som tegneprosessen inviterer til. En integre-
ring av den enkeltes for-spréklige og intuitive
forstehandskompetanse med den mer abstrakte
objektive andrehands kunnskapstilneerming.
Det nodvendiggjer anvendelse av pedagogiske
metoder som legger til rette for at studentene
kommer i egnet tankemodus for & fa tilgang til
dypere lag av den kreative erfaringen slik som
den perseptuelle pedagogiske legger opp til.

Figur 5. Utvikle den grafisk-motoriske ferdigheten
med hele kroppens bevegelse som uttrykk.

Her apnes det for en helt ny mulighet til a utfor-
ske innholdet i begrepet intuisjon og hva som
skjer nar en idé dukker opp. Ved en naye beskri-
velse av en serie intuitive erfaringer fra forskjel-
lige domener, har forskeren Claire Petitmengin
funnet en rekkefolge av sinnstilstander og indre
holdninger eller gester, som viser en slaende
strukturlikhet. Det fascinerende er at disse resul-
tatene tilsvarer egne erfaringer og observasjoner
av den skapende prosess hos studenter. Disse
funnene er ogsa kongruente med resultatene til
Eve Bergers forskning. Det er disse impulsene
jeg har smeltet sammen med tegneprosessen
som motstykke til den skapende prosessen. Det
er en bestemt tilnaerming til tegneprosessen som
jegkaller kKAN-KEN metoden» som referanse
til taoismen, der KEN star for kroppen som ma
aksepters slik det er (fokalt syn) og KAN stér
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for sjelen mellom himmel og jord, &nd og kropp
(non-fokalt syn). Disse to sidene av virkeligheten
er ssmmenflettet som den levde og den fysiske
kroppen fenomenologien opererer med.

Det materialet som tas i bruk, er ikke bare
blyant, kull, tusj og fettstifter, men det er hele
personens ressurser som involverer kroppens
livserfaring. Dialogen som oppstar representerer
en form for avansert kognisjon, som styrer teg-
neprosessen bade bevisst og ubevisst. Det som
foregar i klasserommet hvor undervisningen
pagar pavirker slike prosesser pé alle nivaeri et
spekter av multimodal stimulering og hemning
(Figur 6). Elementer som kan nevnes er orga-
nisering av rommet og studentenes posisjon i
det. Bruk av musikk eller andre ritualer knyttet
til aktiviteten er ogsa viktige, likeledes instruk-
sjoner og oversikter gitt forut og/eller underveis
iprosessen. Det ma ogsa nevnes gjentagelser av
handlinger i tid, samt overlaring av prosesser,
veiledninger som inkluderer bade formelle og
uformelle dialoger studentene seg imellom og
med leerer.

Figur 6. Tegnestudioet stedet for
utvikling av det tredje rommet.

Som avslutning kan man si at strukturering av
tegneundervisningen over tid, tar mal av seg til
a stimulere en type kognisjon som kombine-
rer «topp down og bottom up»-prosesser ogsa
kalt for middle-out. Tegneprosessen er en sa
mangefasettert kognitiv prosess som diagram-
met i figur 7, prever a anskueliggjore ved & fa
frem dens forskjellige komponenter. I det indre
rommet pagér pa den ene siden en indre dialog
via det vanlige kognitive apparatet og minnet,
samtidig som stimuli av en helt annen karakter
kommer fra kroppen bade innenfra (dypsensi-
bilitet) og utenfra (de fem sansene). Alle disse
stimuliene skal behandles samtidig i forhold
til den pagaende tegnehandlingen. Avhengig
av kontekstens kvalitet og det intersubjektive
klimaet kan prosessen fore til det tredje rom-
met, det potensielle kreative tegnerommet som
tillater helt nye erfaringer.

Dette «kreative tegnerommety gir assosi-
asjoner til det Winnicott kaller «det potensi-
elle kreative rommet» (Winnicott, 1975) ogsa
identifisert som «det tredje rommet eller over-
gangsrommety». Det dreier seg ikke om et fysisk
rom, men et uavgrenset imaginart rom i mellom
det virtuelle og det virkelige, ikke separert fra
omgivelsene. Under opplevelsen av flyt hvor
tegneren blir i ett med sitt motiv oppheves mid-
lertidig grensene mellom den fysiske kroppens
objektive ytre og den levde kroppens subjektive
indre. Tilgangen til den forspraklige sinnstil-
standen utvisker da referansen til et avgrenset
ego og forarsaker folelsen av et tredje rom. Alt
i dette rommet gir en folelse av grunnleggende
trygghet og dermed en potensialitet som igjen
apner opp for improvisering, undring og mot til
a gjore nye erfaringer i en spesifikk kontekst.

4. KAN-KEN metoden

Denne selvskapte metoden forfolger tegnerens
forhold til «den forspraklige dimensjonen av
det kroppslige narveret» under de forskjellige
fasene av egen tegneprosess. Det skjer inntil
det kreative bruddet, hvor mestring av tegne-
handlingen lar tidligere forspraklig kunnskap
fa et uttrykk som minner om noe kjent som
man «ikke» har sett for. Diagrammet som vises
i figur 9, utviklet jeg i forst omgang i 2002,

inspirert av Benjamin Bloms taksonomiskjema
og den kinesiske filosof Zhuangzis (ca. 300
f.Kr.) beskrivelser av faser og overganger
mellom ulike sinnstilstander under «den levde
erfaringen» som grunnleggende erkjennelse-
skategori (Billeter, 2010, s. 41-80). Fra 2012
ble inspirasjon fra Eve Berger integrert for
a utvikle diagrammet videre med hensyn til
kroppens rolle i de forskjellige lag av proses-
sen. Claire Petitmengins pavirkning er kommet
sist som en ytterligere bekreftelse av model-
lens gyldighet som metode for tegneundervis-
ning. Som skjemaet antyder kan man oppna
en tilstand av flyt, for man oppnar en tilstand
av oppmerksomt nearver — den sistnevnte er
beskrevet av Komagata og Komagata (2010, s.
2) som en mental tilstand som tillater en & veere
oppmerksom pé utsiden og innsiden av seg
selv, uten bedemming, dvs. med full aksept.
Begrepet «stillas» antyder forskjellige former
for oppfelging og stette av leringsprosessen
for eksempel & gi modeller for fremgangs-
mater som kan etterlignes, tilbakemeldinger,
beskrivelse av handlingsstrategier etc. (Wood,
D., Bruner, j.& Ross, G. 1976).

Kroppen som medium

Forste skritt: A lede oppmerksomheten mot
den levde kroppen er & gve opp kontrollen
av den visuelle oppmerksomheten ved & opp-
leve i praksis hvordan uartikulert forspraklig
kunnskap bidrar med intuisjon til persepsjon
av forholdet mellom del og helhet i en tegning.
Dette gjores ved 4 styre oynenes bevegelser ved
a la dem vandre langsommere over det visuelle
feltet og veksle mellom fokusert og ufokusert
blikk (se figur 10). A oppleve hvordan det
ufokuserte blikket setter motivet i en passende
psykisk avstand til tegneren uten at han eller
hun mister dens nerhet fordi den verbale iden-
tifikasjonen etter hvert har blitt erstattet med en
visuell sensomotorisk identifikasjon. En av de
forste oppdagelsene er a forsta hvordan avslap-
ning av kroppen kan hjelpe til 4 fokusere og fa
kontroll over den visuelle oppmerksomheten.

Som en student selv formulerte det finnes
det flere ting & oppdage underveis som: «Ved
d kunne kontrollere overgangen fra venstre til
hayre hjernehalvdel og komme i tegnemodus
— ved d oppleve skifte av blikk. Hvordan han-
den og oyet henger sammen med horisonten,
hvordan former og proporsjoner kan spille
oyet et puss, hvordan bare en liten endring i
synsvinkel/stasted bokstavelig talt endrer hele
bildet man ser» (Unn, 2017).

Det neste skritt: A gi rom for den hoyre
hjernehalvdel i persepsjon og frigjere seg fra
den venstre hjernehalvdel. Samt sprakkategori-
serende makt og rutinetenkning for & apne seg
for en sanselig registrering av omgivelsene.

Pa denne méten a kunne erobre tegnerens
blikk, det vil si et blikk som er betinget av det
sensorisk-motoriske repertoaret og intensjo-
nen om & uttrykke seg visuelt pa tegnemediets
premisser, krever vilje og konsentrasjon til &
rense blikket mest mulig for spraklige mening
og midlertidig betrakte motivet som et frag-
mentert puslespill av form.

Det tredje skritt: A «se motivet somy, det vil
si bli oppmerksom pa oversettelsen av motivets
tredimensjonale virkelighet til et todimensjonalt
imaginert rom ved hjelp av de tre grunnleg-
gende avbildningsskjemaer som gjelder i teg-
ning. 1) linje som avgrenser synsinntrykkene
som kontur mellom form og flate. Det & tegne
en slik linje forutsetter en bestemt kroppsmo-
torikk med armen enten fra skulderen, albuen
og handleddet som krever tilsvarende oyebe-
vegelser. 2) Loddrett & vannrett retninger er to
grunnleggende referanser som herer til krop-
pens orienteringspunkter i rommet. 3) Lys og
skyggevariasjoner i fargespekteret hjelper oss &
oppfatte kroppen i det tredimensjonale rommet.

Pa dette stadium er hensikten & bli bevisst
kroppens narver gjennom de fem sansene.

Tegning - en mangefasettert
kognitiv prosess

Fysiske kropp
Ytre rom

Ekstero-seption
Stimuli fra utenfor kroppen

Proprio-seption
Dypsensibilitet-innenfra

Det potensielle
Kreative rommet

4 Det tredje rommet \
: Etimagineert rom som finner sted ;
0 i naerkontakt med miljget

° A tegne knytter kroppens indre erfaringer
til den fysiske handlingen om & dra linjer,
det vil si den fysiske og den fenomenologiske
kroppen.

° En strgm av informasjonsstimuli &pnes

. Det potensielle rommet er ikke et euklidsk fysisk
avgrenset rom eller ikke et mentalt rom, men et
uavgrenset imaginzert rom i mellom det virtuelle
og det virkelige, hvor kroppen oppleves ikke-
separert fra omgivelsene.

Levde kropp
Indre rom

Minne
Som legemliggjort kunnskap,
opplevd som integrert
persepsjons-skjema

; Indre dialog

/ Kognitivt apparat, intensjon,
forventning, beslutning,
kontroll

Figur 7. Skjiemaet om tegnemodus inspirert av Winnicots potensielle rom og fenomenologisk teori.

Kroki-tegning var veldig frigjort og gay, og det var
fascinerende & oppdage hvilke uttrykk jeg egentlig
hadde i meg nér jeg bare slapp meg lgs. Tidligere
har jeg veert veldig opptatt av detaljer og a fa
bildene mine til & se mest mulig ut som virkelig-
heten, mens med krokitegning oppdaget jeg at
man kan lage en helt egen tolkning av motivet, og
gjere det til sitt eget. Det foltes som improvisasjon
i teater - litt skummelt farst, men veldig morsomt
og givende ndr man har blitt varm i traya og klarer
4 legge bort alle hemninger.

Man merker det nar man er i riktig modus for
tegning. Det hjelper ikke & veere kjempefokusert
pa at du vil lage en fin tegning. Hvis man slapper
av og stoler pa intuisjonen sin gar det mye bedre.
Jeg fikk mest ut av krokitegningen vi har gjort.
Istedenfor a tegne en tegning pa 60 minutter
tegner man 60 forskjellige motiv pa en time og
det gjor store utslag. Plutselig begynner man &
se helheten i det man tegner. Det var kjempegay
4 tegne modellene og merke at blikket gikk mer
og mer fra enkeltdetaljer til & etterhvert begynne
4 soke etter «hovedlinjene» i bevegelsene som
modellen forseker & vise oss. Nar man ser denne
hovedstreken kan man fange kjempemye av det
som skjer pa et par sekunder. S4 kan man legge
inn mindre vesentlige detaljer resten av tiden.

Figur 8. Eksempler pa verbalisering av erfaringene. Studentrefleksjoner.

5 Kroppen som
kilde til
tilblivelse av
ny mening

Overfore leeringsutbytte
til et nytt omrade.

Avansert

Den ferspraklige dimensjon

bidrar til det kreative bruddet

Tilstanden av oppmerksomt nzerveer er kognisjon pa
hegyt niva: «a mental state of being aware of the outside
and inside of oneself at present without judgment, i.e.,
with full acceptance» (Komagata & Komagata, 2010,

s. 2) Her tar studenten en uinteressert holdning ved a
observere fenomener pa avstand. Resultatet er en para-
doksal sinnstilstand som det & veere fullt ut tilstede i
situasjonen (oppmerksom) og samtidig helt fraveerende
(uten ego kontroll, tankelgs). A ha