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Introduction

Emma Nardi*

CECA, ICOM’s second largest Committee, considers the involvement of
members one of its most important responsibilities.

This is why I am particularly happy to introduce this book, that is the
result of the third edition of CECA Best Practice Award. This year the
international jury was formed by a Board member, Ani Avagyan
(Armenia), Ricardo Rubiales (Mexico), winner of last year edition who got
the best score and myself as president. Cinzia Angelini, CECA secretary,
was present during the whole process.

Year after year, we have the pleasure to see that the number of
members submitting their proposal increases. In 2014, we received
applications not only from individual members or small museums, but also
from very big institutions.

The contributions have a double interest: on the one hand, they tackle
different themes, addressed to different publics, that can inspire other
colleagues who want to cope with the same issues; on the other, they help
spread the Best Practice model, thus building a common language among
members. I just regret that we miss contributions from Asia and Africa.
Next year we should try to improve the situation.

In the table below, you will find a summary of the contributions.

* Emma Nardi, Universita Roma Tre, Dipartimento di Scienze della Formazione,
via della Madonna dei Monti, 40 — 00184 Roma (Italy), emma.nardi@uniroma3.it.
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As with the previous editions of the book, also Best Practice 3. A tool to
improve museum education internationally will be available for free among the
publications on CECA website.

I hope that CECA members will appreciate the book and, of course,
any comments or suggestions will be gratefully accepted.
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Introduction

Emma Nardi

Le CECA, deuxicme comité de 'ICOM du point de vue numérique,
considere la participation des membres comme une de ses priorités. C’est
pour cette raison que je suis particuliecrement heureuse de présenter ce livre
qui est le résultat de la troisieme édition du Prix des meilleures pratiques
du CECA. Cette année le jury était formé par un membre du Bureau, Ani
Avagyan (Arménie), par Ricardo Rubiales (Mexico), auteur du meilleur
projet de Iédition de 2013, et par moi-méme dans ma qualité de
présidente. Cinzia Angelini, secrétaire du CECA, a été présente au cours de
toute I'activité.

D’année en année nous avons eu le plaisir de voir augmenter le nombre
de membres qui soumettent leur proposition. En 2014 aux participants
individuels ou travaillant dans des petits musées se sont ajoutés certaines
grandes institutions.

Les textes de la publication présentent un double intérét. D’un coté ils
abordent des projets différents, adressés a des publics différents, qui
peuvent ainsi inspirer des collegues qui veulent travailler dans la méme
direction ; de l'autre ils aident la diffusion du modéle Best Practice avec le
résultat de construire un langage partagé parmi nous. Je regrette seulement
que, cette année, nous n’ayons recu aucune contribution d’Afrique ni
d’Asie. L’année prochaine nous devrons beaucoup travailler a éviter cette
lacune.

Dans le tableau suivant, vous trouverez les informations principales sur
chaque projet.
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Best Practice 3. A tool to improve museum education internationally peut étre
déchargé du site CECA.

Jespere que les membres du CECA apprécieront le livre et, bien
entendu, toute remarque ou commentaire seront les bienvenus.
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Introduccion

Emma Nardi

CECA, el segundo comité de ICOM como numero de miembros,
considera como una prioridad la participacién de sus miembros.

Por esa razon tengo el placer de presentar el libro que ha nacido de la
tercera edicion del CECA Best Practice Award. En 2014 en el tribunal
internacional estabamos un miembro del Directivo, Ani Avagyan
(Armenia), Ricardo Rubiales (México), vencedor de la edicién 2013 del
premio, y yo misma como presidenta. Cinzia Angelini, secretaria del
CECA, estuve presente en el desarrollo de toda la actividad.

Afo tras ano, hemos tenido la alegria de ver aumentar el nombre de
miembros que nos envian sus proyectos. Acabamos de recibir propuestas
no solo de miembros individuales o de pequefios museos, sino también de
grandes instituciones.

La contribuciones que publicamos gozan de un interés doble: de un
lado se refieren a temas distintos pensados por publicos distintos, que
pueden inspirar a compafieros que quieran enfrentar los mismos
problemas; de otro lado, al difundir el modela Best Practice , nos ayudan a
construir un lenguaje comuin entre nosotros. Solo lamento la falta de
proyectos de Asia y de Africa. Fl préximo afio habremos de trabajar para
mejorar la situacion actual.

En la tabla abajo, encontraran un resumen de todas las contribuciones

publicadas.

15
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Best Practice 3. A tool to improve musenm education internationally se descarga
del sitio CECA.

Espero que a los miembros de CECA les gustara el libro y, por
supuesto, cualquier comentario o sugerencia sera bienvenido.
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Early Childhood Education in Museums

Exploring History in the Deutsches Historisches Museum

Abnja Bellmann, Stefan Bresky, Bernd Wagner”

Abstract

Children between the age of five and seven are scarcely addressed by the
educational programmes of historical museums. Museums often only target
children who are at least eight years old. The programme Early Childhood
Eduncation in Musenms specifically aims to fill this void. The cooperation
between the Deutsches Historisches Museum (German Historical Museum),
the Department of Education at the University of Siegen, and Joliba —
Intercultural Network in Berlin e.V. was thus initiated in September 2012 to
raise and strengthen awareness of (historical) museums as places of eatly
learning experiences for kindergarten and primary school-age children
regardless of their socio-economic and cultural backgrounds.

Museums should offer educational programmes for children of this age
group tailored to their specific needs and interests. Even in rather
traditional exhibitions, hands-on experiences can be created to allow them

i Anja Bellmann, Deutsches Historisches Museum, Unter den Linden 2, 10117
Betlin (Germany), anja.bellmann@gmx.net. Stefan Bresky, Deutsches Histotisches
Museum, Unter den Linden 2, 10117 Betlin (Germany), bresky@dhm.de. Bernd
Wagner, University of Siegen, Faculty of Education Arts and Architecture, Adolf-
Reichwein-Str. 2, 57068 Siegen (Germany), wagner(@etz-wiss.uni-siegen.de.
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to follow their curiosity, develop a variety of skills, and discover both a

historical museum and the idea of historical change.

Following this intent, the programme consists of four phases:

1. A new guided tour for children between the age of five and seven was
developed (September 2012 — May 2013). This tour allows children to
explore history in a hands-on and performative manner.

2. The tour was filmed (May — October 2013) in order to carry out scientific
research about eatly childhood historical learning-processes in museums
and to train and professionalize the museum’s educational staff.

3. The video data is being analysed by Prof. Dr. Bernd Wagner and Anja
Bellmann (since May 2013) with the objective of checking hypotheses
about early childhood education and identifying new categories of
historical learning-processes in museums.

4. The results are being presented to the museum’s educational staff and
will be discussed in a forum for professionals in museum education,
kindergartens and primary schools, and scientific research (March —
June 2014).

Keywords: eatly childhood education, museum education, historical learning,

video-ethnography.

1. The conception and planning of the programme

The programme was initiated by the museum’s President Prof. Dr. Koch
and the Department of Education and Communication, as well as by the
Faculty of Education at the University of Siegen in September 2012. For
both institutions this is a new partnership that evolved into a strong
collaboration. The project meets a request also brought up by the visiting
educational staff of kindergarten and primary schools, as well as parents:
museums should offer more programmes for small children that include
interactive approaches and hands-on elements (Urban 2003). Past
programmes have been able to raise awareness about early education in
museums  (Bundesverband Museumspidagogik  2010).  With  this
programme, the partners are now institutionalizing previous intentions.
The programme’s coordination is based at the Deutsches Historisches
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Museum on behalf of the Department of Education and Communication
with the co-head, Stefan Bresky, and the museum educator, Anja Bellmann.

One of the programme’s objectives is to introduce a new guided tour
for children between the ages of five and seven. However, with regards
to five to seven-year-olds, museums often address art, natural history, or
historical epochs such as Antiquity and the Middle Ages (Bresky/Vogel
2001). This programme focuses rather on how children in this particular
age group encounter historical change (Pandel 1987; Rohrbach 2009) and
how a museum works. In order to create a hands-on experience, the
external set designer Mady Piesold drafted new material for the museum.
Her fee was covered by the museum’s funds.

With this cooperation the museum is broadening its own educational
programme and addressing social and institutional relevance. The target
group consists of children of multicultural and diverse economic
backgrounds residing in Berlin, the greater Berlin area, and Brandenburg.
For some children a trip to a museum organized by the kindergarten or
primary school is the first or only trip to a cultural institution. Thus the
tour rate is set at 1 Euro — a price that is still affordable for many families.
The aim is to raise awareness about museums and their educational
programmes amongst children and families regardless of their backgrounds.

A second objective is to promote scientific research on early
childhood historical learning-processes in museums. Qualitative
studies in this field that display children’s interactions are hard to come by.
Therefore, seven guided tours have been filmed as part of this programme.
The organisation of the tours was carried out by Joliba — Intercultural
Network in Berlin e.V. in conjunction with the programme coordinator.
The registered association managed to raise third party grants by Aktion
Mensch. The grants covered the fees for the film-makers Todd Ford and
Blaine Bragg. For the University of Siegen, Ulrike Prib filmed. In the 3™
and 4™ phase, Prof. Dr. Bernd Wagner and Anja Bellmann are analysing
methods of early childhood education based on the collected video data.
Existing hypotheses regarding early childhood historical learning-processes
in museums are evaluated based on the gromnded theory as a qualitative method.

A third objective of this research is to establish a forum for
professionals in museums, kindergartens and primary schools, and
educational science. Its purpose is to enhance cooperation between

23



these professions. The Deutsches Historisches Museum is hosting a forum
in June 2014 in which participants will discuss theories and methods in
early childhood education, the new guided tour, and possibilities of
integrating museum trips into this model. In addition, best practice examples
for follow-ups to the museum experience are to be further developed.

2. Carrying out the programme

In the programme’s 1% phase (September 2012 — May 2013) a guided
tour was developed under the guidance of Anja Bellmann and Prof. Dr.
Bernd Wagner. The team was supported by Swaantje Brill and Lena
Lirken, both students at the University of Siegen. The new 90-minute tour
called “Wir sammeln Dinge. Was sammelt ein Musenm?” (“We collect things. What
does a museum collect?”) focuses on the following questions: Why do
museums collect things? What do those things tell us about the past? How
does 2 museum work? The participating children explore the 18" and 19"
century and experience certain aspects that are relevant to present time:
collecting, hunting, making music, locomotion, living, and clothing. The tour concept
was adjusted to the audience’s needs and suggestions during the 1 and 2™
phase. Thus their interests and cutiosity (Bergmann/Rohrbach 2005), as
well as their skills can be addressed appropriately (Ruempler-Wenk 2010).
Therefore, the museum’s educational staff and the external set designer
Mady Piesold developed new hands-on material. The material was then
produced in the museum’s own workshop. Whereas museum visitors can
traditionally only enjoy looking at these exhibits, the additional educational
material was created to be actively and tactically discovered. Within the
rather traditional exhibition, the tour creates contact zones (Pratt 1995,
Wagner 2012), allowing for an intense encounter of exhibits. The material
was designed based on exhibits that define the tour. At each station the
children firstly take a close look and discuss an original exhibit. Then they
discover hands-on material to deepen their understanding of a topic. At
the station /ving, the children notice a model of Berlin tenements from
around 1880 (fig. 1). They observe its appearance but cannot touch it.
Then the children approach two hands-on models representing the very
building they just viewed in the showcase (fig. 2). Inside they find china
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cups, enamel cups, and coal. The hands-on material also includes a puppet
theatre and figures used to encounter the station hunting.

Fig. 7 — Children looking at a model of Berlin tenements from around 1880.
© Deutsches Historisches Museum/ Lena Liirken.

Fig. 2 — Children exploring two hands-on models of Betlin
tenements and discovering china cups, enamel cups, and coal.
© Deutsches Historisches Museum/ Lena Liirken.

In addition, a so-called explorer pass was designed in-house. It shows
pictures of the tour’s six main exhibits and creates a guide through the
museum. At each stop they find an exhibit, participate in activities, and
end with the ritual of stamping a themed motif on the pass. The explorer
pass combines the idea of actively collecting with an experience of the
museum’s and the children’s own collections (Duncker/ Kremling 2010).

In the 2™ phase (May — October 2013), the concept for the guided tour
was put into practice. Coordinated by the museum and Joliba e.V., seven
kindergarten groups were invited to the museum to test the guided tour
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and be filmed during it. For these groups, the tour was free of charge.
Appointments were mainly possible in the morning. Thus several days
were needed to film. The children’s parents handed in a consent form
beforehand that allowed the usage of the video data for scientific,
educational, and promotion purposes. Naturally, some parents were
reluctant to let their children be filmed. Thus a few groups cancelled their
visits. During the first tours, the three museum educators became aware that
some elements needed adjustments to accommodate the diverse groups.
Those informal observations where confirmed in the following phase.

In the 3" phase (since May 2013), Prof. Dr. Bernd Wagner and Anja
Bellmann are carrying out the scientific research. The objective of this
phase is to check hypotheses regarding early childhood education based on
the collected video data and to identify categories of historical learning-
processes in museums. The video data also helps to evaluate the museum’s
educational programme and to improve the professional standards of
museum education. Preliminary research results have been published in
periodicals of educational science (Wagner 2013) and museum education
(Bellmann et al. 2013). Simultaneously to the research being performed,
the guided tour was adjusted and added to the museum’s educational
programme. The guided tour can be booked by individual groups and
enriches the museum’s family programme.

In the programme’s 4™ phase (March — June 2014) the programme and
its preliminary results were presented and discussed within the museum’s
Department of Education and Communication. The report session was
accompanied by the training of the museum’s educational staff. Best and
worst practice situations were analysed in order to learn from colleagues’
first-hand experiences and the documented material. In June 2014, a
forum for professionals will be created to bring together museum
educators, kindergarten educators and primary school teachers, and
scientific researchers. The forum will organise a series of annual events
that offer the opportunity to discuss both the latest research results on
early childhood education and new educational programmes in theory and
practice. The objective is to exchange hypotheses and methods, and to
discuss opportunities and problems of historical learning-processes in
museums. Therefore, a brochure will be printed. The costs for printing the
brochure are covered by funds granted to Joliba e.V. by Aktion Mensch.
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3. Evaluation

The evaluation of the video data collected in the seven guided tours
comprises the method of verification of hypotheses about early childhood
education and the identification of potential categories of historical
learning-processes in museums. One hypothesis is that children are more
actively involved in getting to know exhibits if they are allowed to touch
them or interact with hands-on material. We have already verified that
children are strongly engaging in dialogues about the offered material
amongst each other. This is to be seen in contrast to question-answer
situations about exhibits that are presented in showcases.

This observation becomes evident at the hands-on station hunting. The
children are able to perform two short stories about huntsmen, their dogs,
and animals living in the woods (fig. 3). The children are offered a puppet
theatre and figures that are small copies of figures they have already
viewed in paintings. One hunting story takes place in the 18" century; the
second story takes place in present day. The children can choose figures
and negotiate which child is performing which role. Also, the story’s
narrative is open-ended. In some cases the children develop their own
story, in other cases they ask for guidance with storytelling. Thus, the
story’s end varies, as well. Sometimes the huntsman catches an animal,
sometimes the animals are quicker and smarter and manage to escape.

Fig. 3 — Children performing a story about hunting in
the 18% century using a puppet theatre and figures.
© Deutsches Historisches Museum/ Todd Ford.

The research also showed that children imitate behaviour they know
from everyday life once they are offered a tactile perception of known or
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familiar objects. This phenomenon can be observed at the hands-on
station /Jving. While the children are discovering the interior of the hands-
on models of Berlin tenements without peaking inside, they can feel
objects hidden. They mostly guess correctly about the cups. Their material
is uncertain at this point, and the piece of coal appears to be a rock or a
piece of wood. When they lift the cover and the interior is revealed, the
children validate their assumptions. They pick up the china or enamel
cups, and in many cases imitate the known act of drinking out of it. In
some cases the children even associate the words tea or coffee without
being asked about drinks. They connect this experience with acts or events
they recognise from their everyday lives. The piece of coal as a symbol for
coal heating, in contrast, is hardly recognised as such. However, one boy
associated it with his family barbecuing in the park.

A first report session for the museum educators has already taken place
to discuss the preliminary research results. After the first forum event a
second report session will be held to present the programme’s final results
and evaluation. Thus the museum’s Department of Education and
Communication and Prof. Dr. Wagner will present written reports.

The evaluation of the guided tour and its target group started during
the programme’s 2™ phase and was carried out simultaneously to the
scientific research. In preliminary report sessions the museum educators
discussed best practice models for situations during the tour. In regards to
the previously presented hands-on station hunting, questions about ways to
introduce the material and organise the performance arose during the filming
period. The video data helped to display these situations. Furthermore, the
analysis showed that children need time to discover the hands-on material
and to become familiar with it. To offer the needed time is often a logistical
problem, because kindergarten groups are split into smaller groups and run
along the same tour route with a time delay of ten minutes.

It became clear that the programme’s orientation to children between
the age of five and seven is meeting the anticipated demand amongst
professionals at kindergartens and primary schools, and families. Some
teachers also express a wish for similar guided tours for their older students.

The evaluation of the forum for professionals is planned for the end
of the programme’s 4" phase. It will give feedback on the possibilities of
including trips to museums in the kindergartens’ and primary schools’
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curricula. In addition, the methods of eatly childhood education will be
discussed to draw conclusions for further adjustments to educational
programmes in museums.

4. Remedial process

The remedial process took place simultaneously to the individual
programme phases and will be completed at the programme’s end. It is
based on informal observations and the formal evaluation of the
programme. The remedial process includes the following aspects:

Adjustments to the guided tour were made with regard to the course
of the hands-on stations and the number of stations within the tour.

Similar programmes should reconsider the organisation of test
groups. An appropriate number of ten to fifteen test groups should also
represent diverse children for each age. Thus, there should be at least three
groups filmed, so that research results might allow further conclusions on
the age-dependent developments in historical learning-processes.

Since the guided tour was newly developed, the museum educators’ had
little experience with this particular programme. Thus it is advisable to
carry out a few test runs without filming. The staff should have the
opportunity to familiarise themselves with the tour and the children’s
possible behaviour before they are in the potentially tense situation of being
filmed. Furthermore, it is reasonable to have a second phase of filming in
order to see the evolution of the product and the museum educators.

The documentation of historical learning does not need to stop at the
museum’s doors. In order to capture the short and medium-term impact
of trips to museums, museum educators and/or film-makers could visit
the test groups twice. This would involve one time before the trip to the
museum and a second time after the tour in order to accompany the learning-
process and evaluate the questions and stimuli that arose after the tour.

Finally, the forum for professionals can mark a start to developing ideas
on how the trip to the museum can be integrated in the kindergartens’ or
primary schools’ curricula. New partnerships and programmes might emerge,
helping to establish a broader awareness and acceptance of eatly childhood
education in museums.
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The Museum is the Guest of the School

Anna Asoyan, Armine Grigoryan”

Abstract

The purpose of “The Museum is the Guest of the School” educational
programme is to educate children, living in Yerevan and particularly in
distant regions and conflict zones, through exhibitions and collections of
the Aram Khachaturian Museum. One of the main goals of the
programme is to create young citizens who have a comprehensive
knowledge and can be self-reliant. However, many children, residing in the
far regions of the Republic of Armenia, following the Post-Soviet
economic crisis and the Nagorno Karabakh War, have been deprived of
the opportunity to experience world cultural heritage, particularly classical
music. The staff of the Aram Khachaturian Museum therefore decided to
overcome this issue with the legacy created by A. Khachaturian. The
programme is organised in steps starting from the basics up to the
advanced levels that will give the participants a thorough knowledge of the
cultural environment and uniqueness of 20" century musical life.

The programme allows the children to become acquainted with the
museum and gain elementary and cognitive knowledge, by listening to
popular examples of world classical music. The programme also introduces
the participants to the culture of the cities that had had a defining role in

" Anna Asoyan and Armine Grigoryan, Aram Khachaturian Museum, 0009 Zarobyan
st. 3, Yerevan, (Armenia), anna_asoyan@yahoo.com, arminegtigoryan@yandex.ru.
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Khachaturian’s life. In particular Thilisi where he was born, then Moscow,
where he got his higher musical education, and finally Yerevan, which
greatly inspited him. In addition to his multi-ethnic background,
Khachaturian also toured with his concerts in different countries across
the world.

The collections and the environment of the museum provide children
with the required knowledge and information about 20" century culture,
unique life experiences of the distinguished musicians and composers of
the time, as well as various musical genres.

“The Museum is the Guest of the School” programme is aimed at
students of all ages. This programme is being carried out for the first time
in Armenia and has been designed by the author (Anna Asoyan).

The programme consists of 4 phases:

- preparatory work

- visit of the museum educators to the schools

- visit of the students to the museum

- evaluation and summary of the results and finally presentations of

the children’s works.

Keywords: school, museum, collection, educational programme, classical music.

1. The conception and planning of the programme

Certainly, the museum is a learning environment. The issue is how much
knowledge the museum can give visitors to widen their outlook and give
them an opportunity to display and enhance their own knowledge and
experience. “The Museum is the Guest of the School” programme by the
Aram Khachaturian museum aims to contribute to the above-mentioned
issues. The idea of the programme was based on the famous Armenian
composer, Aram Khachaturian’s compositions.

Aram Khachaturian mentioned in one of his articles: “Every child’s
artistic education should start at an early age. A child can and should listen
to Beethoven and Mozart, Schumann and Ravel, Tchaikovsky and Rimsky-
Korsakov, of course in moderation” (1980, p. 407). He highlights the role
of educators. He thinks that they should teach children to attend classical
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music concerts. Khachaturian’s concerns are still relevant. These are the
basic concepts of “The Museum is the Guest of the School” programme.

The Aram Khachaturian Museum is located in the centre of Yerevan, as
are the majority of cultural organisations in Armenia. Therefore in general,
these are unavailable for children living in distant areas of the Republic of
Armenia (RA). That is why this programme was originally targeted at
students in schools located far from the centre of Yerevan. To provide the
best results, the programme is discussed with the teachers to evaluate the
facilities and logistics needed in each location. As a result of great success
and acceptance, the programme has expanded to all areas of Yerevan and
also to various regions of the RA (for example schools in Armavir (20 km),
Kotayk (40 km), Tavush (150 km.). Schools in different locations are taken
into consideration and in this cases the programme also provides
transportation.

The children living near the borders and in conflict zones as a rule
require a different approach. They often have complexes, as they don’t
have many opportunities to experience cultural entertainment. To those
students, living in distant areas with social problems and no cultural
opportunities, our programme provides more care and attention.

During the programme the students’ attention is focused on the
connection between folk and classical music because Khachaturian was
inspired and used excerpts of these in his music. One of the aims of the
programme is to evaluate the local folk culture of the students, which
provides the opportunity to re-evaluate their mentality and their local culture.

At the first stage, preparatory work is done. This includes the research
and assessment of the target group, and finding solutions to the
organisational problems.

Then the Museum educators visit schools in order to provide cognitive
talks and preliminary information about the museum and musical culture
of the 20" century.

The students visit the museum for a special excursion, concert and
meetings with well-known, modern artists.

The programme culminates with a summary and presentations of the
children’s works.

Headmasters are informed about this programme through the visits of
the museum staff, telephone, social media and the museum website. In
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order to assess the results we survey students, teachers and headmasters;
our professional observations are also included. It is important to note that
this programme is also done in cooperation with the regional libraries.
Groups are assembled in the libraries where the meetings between the
museum educators and school children are held. Students in Yerevan who
visit our museum can do so with their own budget. Students from distant
regions of the RA visit the museum with the support of the regional
authorities, private organizations and sponsorship.

Through this programme the students become acquainted with the
museum, exhibitions, classical concerts and artists which allow them to
connect their impressions with their knowledge. During the final stage the
participants are ready to organise a museum exhibition with their own art
work. Everything that the children experience during this programme
provides them with the knowledge and inspiration to create their own
works of art.

Through this programme the participants obtain a deeper knowledge
about the uniqueness of the tangible, (museum collections, musical
instruments etc.) and the intangible cultures (music, dance, festival,
performing arts etc.). They evaluate the national and international cultural
legacy. All this provides the opportunity to get acquainted with different,
well-known national and international pieces of classical musical culture.

2. Carrying out the programme

“The Museum is the Guest of the School” programme was created in
2009. As it was mentioned above, this programme consists of 4 phases.

Stage 1
At the first stage we research and make an assessment of the potential

target group (we carry out preparatory work and have discussions with the
teachers and school students). The school, the class and the visiting days
are jointly decided upon.

The programme is done in cooperation with regional authorities,
municipalities, school headmasters and teachers. They assess the interests
of the students, concerning art and culture. We also consider the abilities
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and capabilities of the age groups of the students. Then the themes are
chosen and the schedule is confirmed.

Stage 2

At the second stage the museum educators visit the school. A workshop is
organised about Khachaturian’s Museum, his life and creations with the
use of audio-visual materials (videos and music on DVDs and CDs).
Children will therefore get an opportunity to listen to pieces of his works
and watch excerpts from his ballets (fig. 1).

Fig. 7 — Museum staff as guests in schools.

During the orientation the educators tell the participants about
important events from the composer’s biography, as well as his ideas and
beliefs that are found in letters and articles he wrote. The educators will
also mention the importance of friendship, kindness, and the value of
being conscientious. One of the aims of the orientation is also to
emphasize the necessity of listening to classical music and develop the
youth’s taste in music. Different skills and presentations are used to
encourage the students to visit the Khachaturian museum. For instance,
during the educators’ visit to the school some stories are told but only
partly, the continuation of which will be provided during the visit to the
museum. By doing this, the educators try to raise interest in the museum as
well as Khachaturian’s life and work. If they succeed in their intention, at
the next stage of the programme the students will visit the museum (fig. 2).
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Fig. 2 — Pupils watching a clip of Khachaturian’s Ballet “Gayane”.

Stage 3
During the next stage of the programme the students’ visit to the museum is

organised. Approximately 150 students can visit at the same time and then
they will be divided into five groups. Firstly they get acquainted with the
permanent exhibition and then later they participate in concerts, and
interactive meetings with prominent artists (fig. 3). During the meetings
children get an opportunity to learn about different music genres (opera,
ballet, symphony etc.), musical instruments and their sounds and the
symphony orchestra. All these different concerts and discussions are aimed
at expanding the outlook and musical education of the children. At the end,
the students are given tasks to paint, write essays, and create hand-made
works reflecting upon their impressions and feelings from the programme.
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Stage 4
The summary of the programme takes place at the beginning of the next

academic year when the museum organises the “Concert of the Best
Participants”. This is a celebration for gifted students who participated in
the programme (fig. 4). The most engaged students are given awards during
this event. The participants are then able to organise exhibitions of their
own art works and through this learn how to organise these exhibitions.

Fig. 4 — The best pupils performing
in the Khachaturian Museum concert hall.

3. Evaluation and remedial process

The programme is developing continuously by taking into consideration
the needs, knowledge and interests of the target group. Having
experimented with the programme over five-years it has proved to be
successful and has increased in demand. Students are inspired by their first
visit to the museum and convey their desire to participate in other
educational programmes designed by our museum. Due to the
programme, visits to the museum become more frequent; the number of
visitors increases, there are more people visiting from different social
backgrounds and more become permanent visitors. It is also good to see
the participants, following the programme, bringing their friends and
family to visit the museum. All the students from a few schools in Yerevan
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(600-1000 students per school) have participated in the programme and
have become permanent visitors. In 2012-2013 the programme was
revised. An attempt was made to adapt this programme to be a practical
course for the music lessons in the school curriculum. Music lessons are
given to elementary and middle school students, however only one hour
per week, which is not enough for providing comprehensive musical
education. We have studied the methodology of music as a subject in
school through various handbooks and textbooks. We have organised
thorough teaching with the help of records in the sound library, musicians
and the museum collections.

The programme compliments the school curriculum. By taking into
consideration the results of the programme, we find it appropriate to
become a permanent component of the school educational system. But the
training of music teachers is required before the launch of the programme,
which the museum is willing to organise by involving specialists.

But we argue that the programme needs to be improved. Immediate
attention should be given to regional schools, by advertising and finding
new sponsors for funding. The didactic materials could be developed, for
example booklets, records etc. and distributed among the participants. The
programme should be available on-line in order to increase the number of
participants, reduce seasonal difficulties and decrease transport expenses.

The Aram Khachaturian Museum will continue the implementation of
this educational programme. “The Museum is the Guest of the School” is
stimulating cooperation between the museum and schools, as well as
between teachers and museum educators. So, the museum plays an
important role in spreading and promoting cultural policies, the
conservation of cultural heritage and encourages tolerance and respect
towards the diverse cultures amongst the new generations.
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Babies at the Museum?
At Segall, that’s happening!

Ana Luisa Nossar, Branca Pimentel, Elaine Fontana, Marina Herling,
Maria Carolina Machado, Paula Selli*

Abstract

The following work explains the project named Bebés no Museu (Babies at the
musenm), developed since 2013 by the Educational Actions Department at
Lasar Segall Museum (Sao Paulo — Brazil). Bebés no Museu project target
audience are new mothers and babies of all ages. It’s basically based on the
idea of seeing the child as an active guest in public places. Moreover, the
project aims to allow: public areas exploration, active visitor role and
interaction among family members as well as Lasar Segall artwork and the
museum area itself as starters for discussions and experimentations.

As babies could count on a suitable structure, respect for their needs and
pace and special materials to allow and tease interaction, they could exploit
the artwork collection exhibition, experience the atelier and be in the public

* Ana Luisa Restum de Macedo Rocha Nossar, Lasar Segall Museum, R. Berta
111 04120-040 (Brazil), alnossat@gmail.com; Branca Helena Mantoan Pimentel,
Lasar Segall Museum, R. Berta 111 04120-040 (Brazil), branquelu@hormail.com;
Elaine Cristina Carvalho Fontana, Lasar Segall Museum, R. Berta 111 04120-040
(Brazil), elainecfontana@gmail.com; Marina Almeida Salles Herling de Oliveira,
Lasar Segall Museum, R. Berta 111 04120-040 (Brazil), maherling@hotmail.com;
Maria Carolina Machado, Lasar Segall Museum, R. Berta 111 04120-040 (Brazil),
mariacarolinamm?7@gmail.com; Paula Hilst Selli, Lasar Segall Museum, R. Berta
111 04120-040 (Brazil), paulahilst@yahoo.com.
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space in a playful way, going beyond the activities offered and using the
museum area as a place to be, live and discover for their own means.

Keywords: baby, museum, family, puerperium, childhood.

1. The conception and planning of the programme

From 1980 on, when Denise Grispum joined Lasar Segall’s team and set
up the then called Sewico Educativo (Educational Service)', Lasar Segall
Museum works with children and families. There has been some time since
we have noticed a great demand for activities for families with children up
to 3 years old.

Our guided visits met the needs of children from 3 years old up. We
were already aware of the importance of family bonds in museum
experiences for all ages, but we didn’t have any specific regular activity for
families with babies at the time.

Maria Isabel Leite had already brought up the issue of babies in the
museum. She had discussed the access and segregation involved in
museums in which the target audience were children. “Is that hard to think
of a museum which can interest and gather all ages?” — asks Leite. We,
from Area de Agio Educativa (Educational Actions Department - EAD) from
Lasar Segall Museum, believe it is not. This museum has its basis from
Mauricio Segall and the cultural policy proposed in its opening concept as
a cultural pole, headquarter of multiple activities in which the participant is
creative and analytical. Inside this scope, as participants, we can include
children, babies and their parents, of course.

Moreover, since 2012 we, in the EAD, have experienced a horizontal
and collaborative teamwork. There are different projects coordination
share, and individual research is encouraged, nurturing collective work,
that enriches through the educator’s potentialities and experiences, in and
out of the Museum.

I After that, the department name has changed and it’s currently called Area de
Acio Educativa (Educational Actions Department - EAD).
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Because of this framework, which guarantees more autonomy for the
educator’s creation, it was possible to sum up our potentialities (Museum
and department’s history, educators’ experience, studies and attentive eye
towards audience needs and the Museum potentiality) to personal team
members’ experiences. Some educators brought important contributions
from their own research about museum, art room, art and childhood
(Elaine, Ana, Branca and Carolina), others (Paula e Marina) could offer,
besides those mentioned, their own motherhood experiences, with their
new discovered power, as Paula Selli, educator, explains™

“Today it would be impossible for me to detach my own research about Bebés no
Musen from my motherhood experience. My son was born in November 2012, and
during my maternity leave I went out with him a lot. I wanted to go out with the
baby, to meet other women in the same situation, to talk about motherhood and
parenting in one day and to talk about other subjects in another day mixed up with
practical issues, small apprehensions and “to be in the world” in something like an
cthereal way. It was as the world was there, but it was still intangible.

Meetings for special needs (breastfeeding, post-partum, motherhood) and
cultural activities (quite rare) which respected my condition and my baby’s presence
at the time were really important during those first months. There were my
opporttunities of being in my protected post-partum world as well as being back in
the real world out here. Time to meet people, know new places and see interesting
things. Cinematerna® movie sessions were a delightful programme for both of us.

When I went back to work (I felt like half of me was still in that post-partum
world), far from my son and from the motherhood groups which I was already
part of, I noticed the lack of activities for mothers and their babies in the
museum spaces of Sdo Paulo. So, it was natural to want to bring this mother and

baby world into the museum”.

2 Our framework enables and encourages that each educator is more conscious
about one’s own creative processes and research focuses. This perception and
autonomy combined with the public interest leverages strengths which enhance
actions. The experience described here happened in this context.

3 Project founded by Irene Nagashima e Tafs Viana which is responsible for
movie sessions to mothers and babies up to 18 months old in many Brazilian
cities. More on: www.cinematerna.org.br
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In consequence, this wish, coming through becoming a mother, fitted
perfectly into the previous discussions about access, active visitor role and
toddlers presence in the museum. Previously, in the same year, the
Museum had an artistic performance installation for babies, through Cia.
Zin®, inside the programme of Semana de Museus ¢ Arte emr Familia (Museums
and Art with the Family Week). There was a confluence of research,
demands, wishes and observation of what was happening in other cultural
surroundings, in Sao Paulo, as, little by little, they started to think about
families with babies. Thus, we had a pilot experiment in July, 2013 and,
based on that, we designed our new project: Bebés no Musen.

2. Carrying out the programme

As we designed the project, we decided to split the visits into two different
events: one for mothers with infants (babies that can’t sit or walk yet) and
another one for older babies with their families. Although there are no
participation restrictions, the focus is clearly different. As the first one is
named Visita Canguru (Kangaroo 17isit), the focus is the mother at the
puerperium and the baby only comes along with her; the second one is
called Musen: Primeiros Olbares (Museum: First Sights), focusing the baby and
family. On the following paragraphs, we will explain a little more of both.

Visita Canguru (Kangaroo Visit)

The main principles of 1isita Cangurn are: the perception of the demand
for activities for women with their infants; the need for a cosy
environment in which basic needs of mothers and their babies is met;
taking into account the emotional fusion between mother and baby and
the feelings involved during puerperium period; the encouragement for
mother and baby contact, according to attachment parenting principles; and

4 Drama group for babies and children founded by Elenira Peixoto (actress,
storyteller and art educator) and Fafi Prado (actress, dancer, art educator and
performer).

5 http:/ /www.cientistaqueviroumae.com.br/2012/02/attachment-parenting-
criacao-com-apego.html>. Last access April, 2014.
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the perception of Lasar Segall artwork (who has approached sensitively the
motherhood issue) and the area of the museum itself as teasers of talks and
individual artistic productions.

Laura Gutman (2012) says that the mother and baby fusion extends,
with small changes, for the first nine months. And as follows:

“Just around the ninth month, the human baby achieves the developmental stage
that other mammals reach a few days after they are born. In this sense, we can
compare ourselves with female kangaroos, which carry their babies in the womb
and then out of it for about the same amount of time, closing the first part of

development in which the baby needs to show autonomy signs (p. 19).

The concept of the fourth trimester of pregnancy also reinforces the
relevance of total contact between mother and baby. These were the
principles in which we based our suggestions so mothers would come to
visit the museum using slings’ to carry their babies.

Beyond the emotional fusion issue and the importance of meeting the
need for physical contact between mother and baby, we also have to
consider the puerperium period as a time when women see themselves out
of the concrete world, and this absence is, many times, not comprehended
and respected by people in other social areas of their lives.

Some mothers also face loneliness, related to the fact that they can’t
recognize themselves as they used to and for staying long hours only with
their babies. As Laura Gutman explains,

“There are few public places where babies are tolerated, and that fact adds up a
relevant separation between the woman-without-baby from the, extremely
ptivate, woman-with-baby. [...] Places to belong must be looked for among our
pairs; in this case, among other mothers who are looking for a place in the world.
Then we find out we are not so lonely, that our fears and worries are very similar

to other mothers and that exchanging strengthens us (2012, pp. 32-33).

¢ Slings are baby carriers made of cotton fabric to allow mothers to have their
hands free as well as to guarantee that babies are safe and calm close to them and
their breasts.
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These were the reasons we based our will to work with puerperal
women, understanding their moment, offering support for her return to
cultural and social life.

Visita Canguru (fig. 1) consists in hosting the group in the garden,
inviting the participants to see the Museum, put away their belongings,
visit the current exhibition, discussing their interests related to artwork,
and then, going to the atelier where mothers, with their babies respected in
their needs, are able to dedicate themselves to some kind of artwork
experience. During the visit of October 2013, Lasar Segall artwork, his
diverse themes and the watercolour activity in the atelier were starters for
those women, so that they could meet each other and share their
experiences, teasing talks about a large number of issues.

Fig. 1 - Kangaroo Visit.

Our team, from the EAD, chose watercolour as the material to be used
because of its natural flow, suitable for the postpartum period. Moreover,
it allows excellent results with no need of strength, cut tools or long time
of production. After the visit through exhibition, women stopped at the art
room. In there, the proposal was to use watercolour paint. Most of the work
they've created reproduced what they had seen in the museum, as well as
their pregnancy, delivery and motherhood moments. Our performance was
through talking, offering material and being facilitators in the process.

Museu: Primeiros Olhares (Museum: First Sights)
As babies grow, their relation to the out world intensifies. Objects, textures,
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lights, other people rather than their mothers become part of their universe.
For a baby everything is there to be discovered and everything is a challenge.
On this phase, one of the best things for their parents is to watch their
children investigating and to introduce new things and places.

Thus, it’s natural for parents who are museum visitors themselves to
wish to take their children along with them and rediscover art through
their eyes. Moreover, we can also notice that parents who weren’t usual
museum audience before become interested because they can see what
they can offer for their children.

Even then, there is a lack of activities for this public inside cultural
institutions in the city of Sdo Paulo, and because of that, we researched
through references to check what could interest babies and parents.

In Anna Marie Holm’s studies (2007), we found references about creativity
and experimentations in atelier for children. The author reminds us that
children don’t split art areas from other areas, as their aim is to try things out.
In their first years, the child tests, discovers and is delighted by everything.

Our role was, then, to research material which could emphasize
physical and artistic discoveries and invite parents to play with their
children using those objects. Simple material, such as colourful cellophane
sheets, were able to bring colour, transparency, sound and texture. Fabric
and wool are playful materiality, spirals tease movements and small flakes
of foam invite for new sensations.

Non-toxic and even eatable paint allowed babies to paint and play on
different kinds of support, from the floor to their own body. The body of
a child is, in fact, a large field of new trials: visual, scenic, acoustic. Art is in
each and every look, every new sensation, and every way to play. But we
didn’t want only an atelier activity, even knowing that it is a rich and
delightful experience. We wanted to think of the Museum as a place where
the public can take part in. We wanted the gardens, the halls and exhibition
area to be areas for babies with their families. We could see the power of
visiting artwork, as an element able to reach all generations and that was a
key point to think of the visit to the exhibition.

In the beginning, families were invited to exploit and interact with the
areas, art pieces and materials according to their own interest. Interacting
between parent and child, parent and parent and among children was the
key to discovery. Our role, as educators, was to act as facilitators more
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than define the way to be driven. As children don’t need any explanations
to be launched out there, even before we finished introducing ourselves,
they were already crawling and walking around the garden and interacting
with other adults, children and watching everything.

The exhibition with Lasar Segall pieces were our biggest challenge.
How to stimulate and make clear the inviting atmosphere if, on the other
hand, we had to watch for security rules in that area?

The key, again, was interaction and exploitation. Objects around the
exhibition area stimulated babies to go around, but always respecting
security lines. Parents and caretakers were essential to keep control in a
loving and caring way, instigating them towards the allowed objects and not

only taking them away from prohibited areas. &

We presented tools and objects for ,;‘;} : )
parents and they invited children to play. | &,
Frames with a see-through part inside
invited for another sight, puzzles of the
pieces from the exhibition could be
manually played with and its images
reinvented, toddlers (2 to 3 years old)
investigated the pieces looking for details,
babies played with pieces of fabric, covering
their eyes, hiding and showing, in a classic
way. Adornments related to the art pieces
could be worn and brought a playful
perception of images (fig. 2).

Fig. 2— Museum: First Sights.

We also brought to the room some visual
references about the artist process, trying to reach the adults and being
available as well. In the end, they did not need much help. That’s because
the initial idea of exploitation and interaction was really welcomed and
practiced by everyone. Those families really took part in the Museum area
and reported their experience in a very positive way. For us, it was
impossible not to think of the beauty of not being necessary.

That’s how we wish to be: starters and facilitators who are fed from the
observation of the audience experience, taking that to their own personal
research.
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3. Evaluation and remedial process

The number of participants of the last edition of Primeiros Olhares, with 80
participants, was able to overcome the project Arte em Familia (Art with
Family), with an artistic performance installation Cara de Quintal, through
Cia. Zin which had the same target audience and brought 76 people to the
Museum. Requests for other editions and the growing number of
participants show public satisfaction and the importance of similar
activities in the city. Even so, for 1isita Cangurn, we understand the need
of having a limited number of participants in order to have a better visit,
discussions in the exhibitions and even because of the size of the art room.

Qualitative evaluation was done in two of the four events. Participants
were invited to write their impressions and they complimented the project
and made small suggestions. Even so, the clearest evaluation perceived was
to notice families being part of the Museum. They talked, explored
materials, breastfed and took photos in a very natural way.

Following, in the year 2014, Lasar Segall Museum is promoting, in
partnership with Casa das Rosas’, a seminar about babies in the museum,
with actions for professional of the area and families in general. Moreover,
an extended version of Visita Cangurn, with ten sessions, is happening in
Centro de Acolhida do Amparo Maternal’, an institution that fosters women
during pregnancy and the first babies’ month, offering pre-natal care, food,
housing and a diverse number of activities.

We are very happy with the development of the Bebés no Musen project
which shows that it is a relevant action to both audience and institution.
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Descubrir, experimentar, construir...

Maria Antonzeta Sthaja Hidalgo*

Resumen

El Departamento Educativo del Museo de Arte y Disefio Contemporaneo
(MADC) identificé la necesidad del Hospicio de Huérfanos de San José, de
recibir apoyo para la formacién de nifios y nifias que no cuentan con
familiares. Es por ello que se disefia un proyecto con el objetivo de acercar
al Museo a esta poblacién; ademads, de acercar a especialistas en diversas
areas como artistas visuales, musicos, arquitectos, disefiadores y psicélogos
al Hospicio. Para ello se realizaran talleres de sensibilizacion en arte
contemporaneo con la finalidad de estimular la parte creativa de los nifios y
nifias; asi, fortalecer tanto sus capacidades como el trabajo en equipo y
acompanarlos en el desarrollo de destrezas que les ayude a desenvolverse de
una mejor manera en la sociedad. Los primeros talleres se llevaran a cabo en
el museo, posteriormente los aprendizajes resultantes de estos talleres nos
ayudaran a trabajar proyectos interdisciplinarios de intervencion de espacios
en el Hospicio. En una tercera fase se vuelven a realizar talleres en el museo
donde se valoraran las intersecciones de los aprendizajes en un contexto de

constante construccion y transformacion.

* Marfa Antonieta Sibaja Hidalgo, Museo de Arte y Disefio Contemporineo,
Centro Nacional de la Cultura -CENAC- Avenida 3, calle 15, San José (Costa
Rica), educacion@madc.cr.
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1. Concepcion y planeacion del proyecto

El arte hoy se relaciona mas estrechamente con la vida cotidiana. Los
espacios musefsticos confluyen con otros espacios y generan nuevas
formas de relacionarse con las personas al recorrer exposiciones, al
presenciar un performance, etc.

Actualmente, cobra vigencia la idea del arte que se encuentra en los ojos
de quien lo mira, en las manos de quien lo palpa, en los oidos de quien lo
escucha, en la nariz de quien lo huele, etc. y ello nos convierte a todos en
artistas potenciales, ademas de variar el funcionamiento de las estructuras
tradicionales del medio artistico.

De esta manera, el Departamento Educativo del Museo de Arte y
Disefio Contemporaneo (MADC), Costa Rica, busca acercar el arte a otros
aspectos de la vida, generando experiencias sociales cooperativas. Al
inmiscuirse el arte en problematicas sociales, puede crear herramientas
para aminorar la violencia y contribuir a procesos de formacién de
personas que carecen de oportunidades.

El MADC se encuentra ubicado en el casco metropolitano. A su
alrededor se encuentran las problematicas de la ciudad como el trafico,
aglomeracion de personas que trabajan y transitan diariamente la zona,
contaminaciéon y pobreza. Al ser una institucién urbana, busca la manera
de contribuir en la disminucién de los problemas, como aminorar la
violencia, aportar en la formacién de nifios y nifias que fueron producto de
abandono, por medio de su acercamiento al arte.

El Museo, desde 2008, ha venido trabajando en la descentralizaciéon del
arte al ampliar su proyeccioén con la realizaciéon de proyectos en todas las
provincias del pais; esto mediante enlaces con algunas comunidades e
instituciones. Sin embargo, no debemos descuidar las necesidades de la
poblacién en San José ni desaprovechar la ventaja de tener cercania
geografica para la realizacion de proyectos. En el Valle Central, hemos
llevado a cabo proyectos educativos con privados de libertad, en
comunidades en riesgo social, con resultados satisfactorios. Asimismo, se
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han desarrollado proyectos donde estas poblaciones han sido llevadas
hasta el museo para trabajar con obras, artistas y especialistas en diversas
areas. Hs para nosotros un compromiso continuar trabajando este tipo de
proyectos al conocer las necesidades de instituciones cercanas, pensando
en el impacto positivo que se podra generar a partir de actividades de
formacion sobre arte contemporaneo.

Es por esta razon, que se decide disefiar un proyecto, por un lapso
continuo, para una poblacién de nifios y nifias que crecen sin el apoyo de
familiares, con demandas del contexto econdémico y socio-culturaldel
Hospicio de Huérfanos de San José y contribuir a su formaciéon desde el
acercamiento al arte contemporaneo.

El Departamento Educativo del Museo identific6 la necesidad del
Hospicio de Huérfanos de recibir apoyo para la formaciéon de nifios y
nifias que no cuentan con familiares, al conocer un programa que posee la
instituciéon llamado Padrinos y Madrinas. Este programa se enfoca en
nifios y nifias mayores de cinco afos, declarados en abandono, que carecen
de recursos comunales o familiares. La poblacion actual del Hospicio es de
cien personas aproximadamente y un 20% de edades entre cero y cinco
afios. El proyecto dara inicio con talleres para nifios y nifias de seis a doce
afios. De acuerdo con los resultados, es posible que en las proximas etapas
se tome en cuenta a quienes posean menor edad.

El Hospicio, fundado en 1869, ha tenido a lo largo del tiempo
necesidades y demandas del contexto econémico y socio-cultural; hoy
posee una serie de carencias a nivel afectivo, de educaciéon no formal,
econdmicas, entre otras. El MADC busca acoger a los nifios y nifias
brindando un acompafiamiento de forma continua, con espacios de
aprendizaje, juego y reflexion para contribuir a su formacion.

El objetivo del proyecto es acercar al Museo a esta poblacion y ademas
acercar a especialistas en diversas areas al Hospicio por medio de la
realizacion de talleres de sensibilizacién en arte contemporaneo. Con ello
se busca estimular su parte creativa, fortalecer tanto sus capacidades como
el trabajo en equipo y acompanarlos en el desarrollo de destrezas que les
ayude a desenvolverse de una mejor manera en la sociedad. Nos interesa
generar actividades de aprendizaje por medio del juego, que ademas
desarrolle el pensamiento critico.

Los primeros talleres se llevaran a cabo en el MADC, posteriormente,
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los aprendizajes resultantes de estos talleres nos ayudaran a trabajar
proyectos interdisciplinarios de intervenciéon de espacios en el Hospicio.
Algunos de los resultados de ejercicios en el Museo podran exponerse
también en las instalaciones del Hospicio generando pequenas
exhibiciones con los trabajos de los participantes. Para ello es fundamental
la confluencia de artistas visuales, musicos, arquitectos, disefladores y
psicologos para facilitar los procesos de aprendizaje con los nifios y nifias.

Se trabajara de manera interinstitucional y, para ello, solicitamos al
Hospicio que brinde permisos para que los nifios y nifias puedan asistir a
las actividades realizadas en el MADC. Ademas de contribuir con tiempo y
espacio de las instalaciones del Hospicio, para ser intervenido por los
participantes junto a los colaboradores del Museo, que serfan artistas
visuales, musicos, arquitectos y disefiadores apoyados por psicélogos. Cada
uno de ellos propondra, desde su area, ejercicios que confluyen con los
objetivos propuestos por el MADC. Cada taller implica un trabajo
conjunto entre musicos, arquitectos, etc., con la persona encargada del
proyecto educativo en el MADC y un psicélogo. Debemos contar con el
aval de la contraparte en el Hospicio que revisarda la propuesta.
Posteriormente se suman los voluntarios del Departamento Educativo del
Museo para apoyar la actividad.

A pesar de que hay muchas instituciones que esperan el apoyo del
Museo para la ejecucion de proyectos educativos, debemos concentrarnos
en pocos lugares, valorando las necesidades de ellos y las posibilidades del
MADC. El apoyo en cuanto a la formacién de estos nifios y nifias por
medio de la educaciéon no formal, va a brindar herramientas para crear
mejores ciudadanos, desarrollando sus capacidades creativas desde el arte

contemporaneo para la solucion de problemas.

2. Implementacion del proyecto

La implementacién del proyecto se llevara a cabo de acuerdo con tres
fases:

Aprender a ver para interpretar el entorno

Se impartiran dos talleres de sensibilizaciéon en arte contemporaneo en el

MADC.
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Esta primera fase se enfocara en propiciar la comprensioén sobre qué es
un museo y cuales son sus funciones; ademas, del analisis e interpretacion
critica y reflexiva de las practicas artisticas actuales. Esto para generar
condiciones de desarrollo integral en torno al arte contemporaneo como
campo de conocimiento. Los participantes percibiran estimulos visuales,
auditivos, tactiles, gustativos y olfativos para conocer e interpretar el arte
contemporaneo por medio del disefio universal. Ademads se trabajara con
el valor del visitante al museo. Es importante que los participantes valoren
estos espacios y los objetos que alberga, ademas, de crear consciencia en la
relevancia de los visitantes a estos sitios y atraerlos como nuevo publico.

E/ arte como construccion y representacion social
Talleres de Intervencién de Espacios en el Hospicio. La cantidad de
talleres en esta fase dependera de la complejidad de los proyectos.

Se trabajara en el desarrollo de las facultades espaciales de los nifios y
nifias a partir del arte como parte de nuestra vida cotidiana y su creacién
en relaciéon con el contexto. Estos talleres seran disenados e impartidos,
como ya se ha mencionado, por artistas y profesionales de distintas
disciplinas, relacionadas a los intereses y necesidades de los participantes,
apoyados por psicélogos y de acuerdo a los objetivos propuestos por el
Museo. Estas seran intervenciones en el espacio del Hospicio con murales,
creacion de jardines, etc.

El disefio de los talleres se elaborara teniendo en cuenta la biopedagogia
en el desarrollo de las facultades espaciales, para crear propuestas que
modifiquen su espacio cotidiano; esto a partir de la confluencia de los nifios
y nifias con los especialistas en diversas areas. El arte contemporaneo serd
un medio para trabajar en forma colaborativa, las personas involucradas en
los talleres seran compafifa y apoyo para el aprendizaje, desarrollo y
fortalecimiento de las capacidades de los participantes.

Intersecciones, universo de significados
Se impartiran dos talleres en el museo.

En esta fase se trabajara con intersecciones entre los espacios donde
podemos apreciar arte, los momentos para hablar sobre temas que estan
presentes en las obras y el espacio del Hospicio, donde podemos crear
utilizando conceptos artisticos. Todos estos momentos en los que se
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produce un intercambio de aprendizajes permite ampliar el conocimiento y
la exploracién del arte como comunicador y generador de diversas
interpretaciones.

Las actividades de experimentaciéon con los lenguajes artisticos
contemporaneos nos permitiran trabajar con infinidad de materiales. Los
talleres se realizardin manteniendo respeto por el medio ambiente al
experimentar con las posibilidades que brindan algunos materiales de
reciclaje. El enfoque universal de las actividades se trabajara con la
utilizacién de los cinco sentidos y las intervenciones en el espacio toman
en cuenta de forma intrinseca los aspectos arte-vida-aprendizaje.

3. Evaluacion y proceso correctivo

Con respecto a la evaluacion, en las visitas al Museo se realizarin
entrevistas y observaciones. Las encuestas se encuentran disefiadas para
conocer que piensan los participantes sobre las obras, el museo en si y el
taller que realizaron. Esto para cuantificar al final de la actividad que
aprendieron.

La observaciéon se realizarfa por un psicologo voluntario que se
mantendra al margen de la actividad y del comportamiento de los
participantes en el museo. Esta persona podrd acercarse tanto a la
exposicion con la que se esté trabajando, sin participar de la actividad,
como a las camaras de seguridad del museo. Aca se medira la respuesta de
las personas a la actividad que estan realizando durante el tiempo que dure
la misma. Ademas, se medira si a los participantes les atrae el museo. Este
método se basa en la psicologia conductista que se refiere al
comportamiento de las personas en un entorno determinado. Se miden las
conductas de los participantes en relacién con una serie de objetivos
cuantificables.

En el Hospicio se utilizara el método de evaluacion naturalista, que
busca conseguir entender las actividades sociales humanas. A partir de
describir y comprender, es de interés conocer el significado de la
experiencia para los participantes de una manera mas espontanea. De esta
forma quienes evalten trabajaran en colaboracion con los evaluados desde
el entendimiento mutuo.
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El proyecto Descubrir, experimentar, construir... busca promover el
desarrollo de acciones educativas y culturales en los museos, fomentar el
disfrute y aprecio por el arte como patrimonio, para reconocer su
importancia en las sociedades y fomentar su cuido. Estos se encuentran al
servicio de la sociedad y su desarrollo; una de sus funciones es educar y a
partir del cumplimiento de esta tarea con el desarrollo de actividades
complementarias, se genera un impacto sobre el publico. Asimismo, se
pretende ampliar la proyecciéon de estas instituciones, al aproximarse a
otros publicos, espacios y acercar el arte a otros aspectos de la vida.

Con respecto a los nifios y ninas del Hospicio se intenta, a partir del
trabajo en equipo, mejorar la comunicacién, ademas de generar un dialogo
e intercambio de ideas con las personas que se realicen los talleres.

En términos generales, se busca renovar las relaciones interpersonales,
fomentar el pensamiento creativo y generar trabajo cooperativo.
Finalmente, es importante integrar a los participantes a una vida cultural
activa, donde el arte forme parte de su desarrollo integral como seres
humanos. Esto al conocer distintas formas de representacion, expresion,
comunicaciéon y de esta forma hacer uso de ellas.
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Summer Camp for children.
Promoting the knowledge of the museum

Ernesta Todisco*

Abstract

The Summer Camp programme offers, after the closure of the schools,
weekly courses/routes for children aged six to ten years at the National
Gallery of Modern Art in Rome. Children can participate in one or more
weeks.

The camp has the overall objective to make the child aware and
conscious of what is a museum, in terms of organizational aspects and
different categories, and how it can enshrine the shared people memory.

Each course/route is developed in five consecutive days through a
combination of educational activities and games led by educators: the child
experiences the museum both as a place of knowledge with specific rules
to be followed and as a place where one can socialize with others and have
fun as well. The project lasts four weeks, each dedicated to different
themes, so as to allow children attending more weeks to extend their
experience without getting bored by repetition, although focusing activities
on the same assigned objective.

The Summer Camp methodological approach includes the overall

*

Ernesta Todisco, Universita Roma Tre, Dipartimento di Scienze della
Formazione, via della Madonna dei Monti, 40 - 00184 Roma (Italy),
ernesta.todisco@gmail.com.
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programme evaluation based on the single week route results. The final
evaluation outcomes will be then taken into consideration for the
following edition in order to generate a continuous improvement cycle of
the proposed activities.

Keywords: group spontaneously formed, children, weekly routes, museum
knowledge, socialization.

1. The conception and planning of the programme

The summer camp at the museum is perceived by families as a great re-
source to handle their children day time after school closing: they
recognize the museum as the space where to set and widen their cultural
horizon. On the other hand, children expectation is to have fun after their
commitment at school. Then the project design and the implementation of
the programme have to continuously balance these two aspects so as to
meet the public requirements.

The National Gallery of Modern Art, where the Summer Camp project
has been carried out, is located in downtown Rome. Taking into account
the whole day hospitality offered by the Summer Camp, the project mainly
addresses the families living or working in the museum area. Nevertheless
the registration to the camp is open to any interested child and family.

The operational design and the implementation of the project have
been conducted by CoopCulture', a primary service provider in the
promotion of cultural heritage already operative in the National Gallery.
They managed the overall organization, the educators time schedule and
the resources availability.

The general objective of the camp is to make the child aware and
conscious of what is a museum and how it can enshrine the shared people
memory. Specifically the child will learn about the professionals working in
a museum, the different categories of museums and they will be solicited
to reflect on the museum as an open window to the world that the whole

! www.coopculture.it
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wortld can contain through the exposed artworks.
Specific educational objectives include:

- experience of informative and emotional meanings of the artwork;

- extend ability to elaborate and combine single knowledge elements
making use of common materials to create original work craft;

- extend ability to elaborate and combine more single knowledge and
emotional elements in order to create personal movement performance;

- recognize the different museum categories;

- recognize the different roles of people working in a museum;

- acquire the code of conduct in a museum.

2. Carrying out the programme

Over a one month time frame in June-July 2014, the programme offered
weekly routes/courses by developing, within a common framework, a
different theme on a specific museum category each week. The camp
schedule included five days hospitality for children, from 9:00am to
4:00pm, per week.

The themes chosen to be developed during the week were:

- The four basic elements — water, earth, fire and air

- The ancient Gods

- Animals and plants

- The humankind

The activities and laboratories were aimed at soliciting children to find
out and elaborate the different contexts and meanings that might be
associated with the theme of the week. Each theme was then linked to a
museum’s category in order to let the children explore, from a theoretical
and practical point of view, the relevant associated museum environment.
More specifically, the museum categories linked to the above mentioned
themes were:

- Art

- Archaeology

- Science

- Anthropology
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The common framework provided the fundamental links structure of
each week proposal by connecting: the theme, the museum category, the
external museum visit, the activities and the laboratories to be
implemented.

As far as the daily work organization is concerned, the common
framework provided detailed indications about the type of activities to be
developed during the day. The morning was generally dedicated to
activities related to the museum artworks: selected artworks were
introduced leveraging on the potential emotional aspects triggered by the
observed elements in order to actively involve children (fig.1).

Fig. 7 - Children with the educator during an activity.

Spending almost all day in the exhibition halls, children interest was also
captured by other museum features, which were not included as part of the
planned activities, such as other artworks (fig. 2) or special installations for
blind people. The educators took the interest showed by children as an
opportunity to further extend their knowledge and encourage familiarity
with museum features, providing support and assistance to facilitate the
enrichment of the route.

Fig. 2 - A child spontaneously stops to observe an artwork.
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The afternoon was generally dedicated to activities developed in a
courtroom where children ‘built’ their own museum which will have been
opened to the families on Friday afternoon. Children were guided by
educators to approach this activity as a real museum project where all of
them had to interchange their opinions, while being inspired at the same
time by the added value of socializing toward a common goal. The first step
was to discuss within the group the name, the content and the
organization of the “new” museum and then start to produce all the
artworks and materials (brochure, ticket, catalogue, etc.) required. Children
created their own works according both to the #heme and the museum category
chosen to be illustrated in the week, with the educators providing
assistance and guidance (fig. 3).

Fig. 3 - Children in the courtroom.

The result of each week activity was then presented to the families on
Friday afternoon: children prepared their own artworks set up and
impersonated specific professional roles in the museum (director,
conservator, educator, ticket clerk, etc.) while welcoming their parents and
showing them the exhibition they had been working on.

One day a week the programme also included external musenm visit. Villa
Giulia Museum (archaeology) and Museo civico di Zoologia (science) are
two examples. The external visit gave the child the opportunity to
experience similarities and differences between museums categories and to
explore conceptual links among different elements on exhibit. The choice
of the museum to be visited was made considering the logistic aspects and
the theme developed over the week.
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During some external visits, children had the opportunity to znterview
professionals working in the museums. The direct contact with
professionals gave them a more concrete perception of how the museum
works. The children prepared the interviews in advance: they wrote down
the list of questions with the objective to better understand the different
characteristics of the various museum professionals’ profiles.

The weekly route also included movement’s laboratory activities
tailored to balance two aspects: on one hand the children need to activate
their body movement energy and on the other hand the museum environment
constraints and requirements. The movement’s laboratory was led by an
educator having specific expertise in cultural mediation in the museum and
in contemporary dance teaching; this merge of competencies allowed an
harmonized and accurate integration of the related activities into the
overall weekly programme and objectives. The specific objective of the
laboratory was to reveal the importance of the expression of the body and
highlight the conceptual links with the visual perception of movement in
artworks.

All the educators involved in the programme were selected by the
service provider based on the professional profile and their own ability in
handling kids of different age at the same time on a day long hospitality.
The children group, in fact, was formed spontaneously every week and
operators had to be flexible in handling a changing audience.

From an overall perspective, the programme was designed and
implemented taking into consideration at the same time the value of the
direct experience within museum environments (external visits to museums,
interviews to professionals, observation of paintings, etc.) and the
children’s own creative re-interpretation (build a museum, impersonate a
relevant role within it, express the meaning of a painting through one’s
own body movement, etc.).

3. Evaluation and remedial process

The evaluation phase of the project is primarily based on two sets of
collected data. The first set relates to the customer family satisfaction level
with the programme; these data have been collected by submitting a
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questionnaire to families at the end of every week programme. The second
data set relates to children behaviour during the programme; these data
have been collected by submitting a questionnaire to the educators
involved in the project. The data types were both quantitative and
qualitative. When it was possible non-quantitative data (like opinions) have
been turned into quantitative data by measuring them numerically using a
questionnaire rating scale (Muijs, 2004).

The two questionnaire drafts were presented to the service provider
educators team during the start-up project phase. The aim was to involve
educators, and their specific expertise, in the design itself of the evaluation
phase from the beginning. As a matter of fact, their early involvement in
the evaluation process had a positive effect both on their motivation and
on the fine-tuning process.

Family questionnaire. It mainly relates to the customer (family)
satisfaction level with the Summer Camp; the programme is intended as a
service provided to child and family. It is composed of eight questions:
seven close questions and an open one for comments and remarks. The
score scale was from 1 (min) to 4 (max). The questionnaire was submitted
to the families on Friday afternoon after children presented their artworks.
The number of questionnaires collected showed a significant participation
of families.

The questionnaire structure has been thought and designed in order to
be used also in the following edition of the Summer Camp, with the aim of
facilitating data comparison and diachronic evolution analysis.

The following questions are an excerpt from the family questionnaire.

- Have you already visited this Museum?
O Never O Once O More than once

- Have you already participated in the Summer Camp at this

Museum?
O Yes 0 No
- How much are you satisfied with this experience? (1 min. / 4 max)
Overall o1 oO2 O3 0O4
Space for activities o1 oO2 03 0O4
Weekly route organization o1 02 03 0O4

Information and reservation service 0O1 a2 O3 04
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- What is your child feedback about the Summer Camp? (open
question)

- Do you have any suggestion for the next edition of the Summer
Camp? (open question)

The results of the questionnaires pointed out that 65% of the families
rated their overall satisfaction with the Summer Camp at maximum score,
30% rated 3 and 4% rated 2. The 52% of the families rated the weekly
route organization at maximum score, the 39% rated 3 and the 9% rated 2

Educators questionnaire. The educator is a privileged observer of
children behaviour: he spends the whole day with the children looking at
their reactions to the different solicitations and thought-provoking they are
exposed to through educational activities. The educator can also observe
the children’s attitudes toward the museum space and the artworks that
surround them.

Based on this consideration, a questionnaire for educators was
formulated in order to reveal and notice in a structured albeit not
exhaustive way, how the children live the campus experience. Moreover,
we were also interested in the opinion of the educators about the camp
experience from their own perspective, as they might identify areas to be
improved in the organization and planning of the activities. Specific
questions have been included to trace these data.

We basically collected, through the educator questionnaire, two
categories of information: those related to children’s behaviour and those
about the educator’s opinions and suggestions on the activities articulation.
In both cases, the use of this instrument — anonymous questionnaire — has
allowed us, on the one hand to collect the data in a structured way and to
consolidate them into a single view, on the other hand to give the operators
the opportunity to express themselves freely, without the possible
constraints imposed by the context of a formal meeting. The questionnaire
included nine questions: six close questions and three open questions.

Some questions examples are shown below:

- How many artworks were illustrated during the week?

a. Less than 6

b. Between 6 and 10
c. Between 11 and 15
d. More than 15
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- To what extent did the children pay attention during the activities?

a. Not at all (they are distracted, they move, they look at each
other and do not work)

b. Just a little (do not disturb but do not actively participate with
questions)

c. Enough (pose some questions but not always relevant)

d. Very much (ask many pertinent questions and do not get
distracted)

- Did the children ask questions or show attention to other works on
display in the museum (on which there was no specific activity)?
O Yes 0 No

- Which one of the activities used to illustrate and explain an artwork

aroused greater attention in the children?  (open question)

- Which one of the activities would you change in the next edition of

the Summer Camp?  (open question)

- Based on your Summer Camp experience, what do you suggest for

next edition? (open question)

Not only did the questionnaire results show us that more than eleven
artworks were illustrated by educators in a week, but data also revealed the
great interest showed by children for other works on exhibition, which
were not specifically included in the scheduled activities. As a matter of
fact, the majority of the educators stated that children asked them
questions on other artworks that captured their attention.

Observation. The evaluation process also included phases of direct
observation during the course of the weekly programme. In particular, the
observations were conducted during some frontal activities of the
educators and during laboratory activities. Timing of the observation has
been decided according to the weekly camp plan. Specific days and time
have been chosen in order to cover more activity patterns: from traditional
painting illustration to movement laboratory. The observation aimed to
notice children behaviour about specific aspects:

- compliance with the rules of the museum: children do not touch art-
work unless otherwise specified, they do not run or speak loudly, etc.;

- attention to the proposed activity: children do not get distracted, do not
chat to each other, etc;
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- participation in the activity: children participate in the activity by
responding to the educators solicitations (fig. 1);

- interest beyond the proposed activities: children show interest on
subjects not directly treated by educators but relevant to the museum
(tig. 3), they pose questions to explore a new topic linked to the
museum, €tc,

- understanding of the role of the various museum professionals:
children act in line with the assigned role for their own museum on
Friday afternoon, role play performance, etc..

All the data collected through the family questionnaire, the educator
questionnaire and the observation phase have been processed and analysed
(Vertecchi-Agrusti 2008) before being presented to the project working
group at the end of the programme. The highlight of the results has been
also used as a sort of agenda for discussion (Bezzi, 2007) in order to
identify and arise shared recommendations for the next edition of the
programme.

The adopted approach has facilitated the flow and exchange of
information and opinions in the working group generating a potential
process of continuous improvement cycle where each person, project
leader and educators, is an active participant in the concluding remarks.

During the programme design, implementation and evaluation phases,
several documents have been produced by the various participants, some
of them are listed below:

- Summer Camp framework scheme: objectives, activities, schedule

- Family questionnaire

- Educator questionnaire

- Observation grid

- Excel worksheet for the analysis of the data collected through the two
questionnaires

- Final descriptive report on the data result analysis

- Presentation of final results synthesis.

In conclusion, I would like to point out the enthusiasm showed by
children, parents and educators for the camp experience. Enthusiasm and
participation that characterized particularly the Friday afternoon when the
children, wearing the typical roles of museum operators, welcomed their
parents to visit the exhibition made up by themselves during the week. The

66



campus, with its peculiar aspects and involvements, may represent an
interesting laboratory for experimentation and development of new forms
of activities for museum education targeted to children.
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Developing Look & Learn cards

Niko Bos”

Abstract

The Hermitage Amsterdam organizes two exhibitions a year. These
exhibitions are constructed out of the collection of the State Hermitage
Museum St. Petersburg. Each half year objects for the new exhibition are
flown into Amsterdam from St. Petersburg, after which the exhibition is
built in a couple of weeks. For the large part, the educational programme
for secondary schools needs to be developed by the time that the objects
arrive in Amsterdam. In this article, I will explain how we accomplish this
challenge of designing a complete educational programme aligned with an
exhibition that, at the time of development, still only exists on paper.

The secondary school education programme for the exhibition
Expedition Silk Road lasts one and a half hours and consists of three
rounds. First, the students arrive in the study centre of the Hermitage
Amsterdam. There, they watch a film as an introduction to the exhibition.
Then they are divided into five small groups and get instructions for the
second round. During the second (and longest) round the students visit
the exhibition in five small groups. While each group takes a different
route, at the end they all study the same 18 objects. The students study the

* Niko Bos, Hermitage Amsterdam, Amstel 51, 1018 EJ, Amsterdam, the
Netherlands, n.bos@hermitage.nl.
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objects independently without a guide or teacher, using the Look & Learn
cards. These cards challenge the students to observe, compare and discuss
the 18 objects on the card. The Look & Learn cards are suitable for most
grades and levels of secondary schools. During the third, and last round,
the students, teachers and education staff member meet again in the study
centre for discussion, questions and feedback.

The Hermitage Amsterdam uses Look & Learn cards for two main
reasons: first, they enable dynamic learning and stimulate a high level of
discussion among students. Second, with the Look & Learn cards, the
Hermitage Amsterdam has developed a complete education programme
that can be designed before the exhibition is built.

This last point requires a fluid co-operation between the different
departments within the Hermitage Amsterdam, especially between the
education department, the exhibition department and the exhibition
designer. This co-operation also results in a seamless integration of the
educational programme in the exhibition. This article will focus primarily on
the development of the Look & Learn cards and their integration into the
exhibition.

Keywords: Hermitage Amsterdam, Expedition Silk Road, educational
programme, Look & Learn cards, exhibition.

1. The conception and planning of the programme

As one of the major cultural institutions in Amsterdam, the Hermitage
Amsterdam is frequently visited by secondary schools from Amsterdam
and other parts of the country. Since its opening in June 2009, the
Hermitage Amsterdam has offered secondary school education
programmes that deepen knowledge about the exhibition and are
operational at the time that the exhibition opens.

The Look & Learn cards designed to accompany the exhibition
Expedition Silk Road are aligned with current scientific and archaeological
research conducted by the State Hermitage Museum St. Petersburg along
the Silk Road. The Oriental Department of the State Hermitage Museum
was our partner during this process.
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Since the Hermitage Amsterdam does not have its own collection and
borrows its exhibitions from the State Hermitage Museum in St
Petersburg, the objects arrive just weeks before the exhibition opens. By
that time the education programme also needs to be operational. Because
of the way the Hermitage Amsterdam works — no permanent collection,
but temporary exhibitions from Russia — we have to design the Look &
Learn cards while the exhibition still only exists on paper. A close co-
operation mainly between the educational department, the exhibition
department and the exhibition designer is necessary.

Before I explain the planning of the education programme, I would like
to share our goals with the Look & Learn cards on the exhibition
Expedition Silk Road. The first goal is to improve the knowledge of
influences between cultures along the Silk Road. This goal is in alighment
with the story the exhibition department envisioned Expedition Silk Road
will tell the audience. The second goal — a broader one — is to use this
improved knowledge to stimulate the student’s aesthetical experience. The more
knowledge of an object, the better it starts to look (Cultuurnetwerk, 2008, p.
28).

The resources and tools to achieve these goals are the study centre,
where we show an introduction film about Expedition Silk Road and the
exhibition space for the self-led tour, where the students engage in group-
interaction while answering the questions on the Look & Learn cards.

The planning of the content of the programme is facilitated in close
communication with the exhibition department of the Hermitage
Amsterdam. During the year leading up to the exhibition Expedition Silk
Road, the exhibition department creates an object list with the colleagues in
St. Petersburg, alongside entries and high resolution pictures for the
exhibition catalogue and together with the exhibition designer, establishes
a final exhibition design. These three points — the object list, the entries
and pictures for the catalogue and the exhibition design — are important
benchmarks in the design of the Look & Learn cards. They represent the
exhibition on paper while the objects are still in St. Petersburg. A close
communication with the exhibition department is therefore crucial for
alignment and consistency with the exhibition and to have the programme
operational at the beginning of the exhibition.

Other important internal communication in preparation of the Look &
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Learn cards takes place between the educational department and the
facility and security departments. I will discuss this communication later in
this article, as it happens mainly at the end of the development phase.
However, it is valuable to stress the importance of co-operation between
the education and other departments for a seamless integration of the
education programme in the exhibition. In general, museums favour the
integration of educational work with other departments within the
organisation (Cultuurnetwerk, 2008, p. 37). Another benefit is that during
this cooperation, the exhibition department also receives feedback from
other departments. Although the exhibition department clearly takes the
lead, at the end Expedition Silk Road can truly be seen as teamwork between
the different departments (Gibbs, Sani, Thompson, 2007, p. 44).

The first benchmark in the programme planning is the object list (fig.
1). The definite object list is ready about half a year before Expedition Silk
Road starts. This begins the development phase of the education
programme. The two main criteria we use when choosing objects for the
Look & Learn cards from the object list are quality and diversity. For
example, for Expedition Silk Road, we had many beautiful and interesting
murals from long forgotten cities along the Silk Road. These could easily
fill the whole programme. However, in the end, we want the objects on
the LLook & Learn cards to resemble the quality and diversity of the whole
exhibition.

Kashyapa, Clay, 69 c¢m height | Showcase
Buddha's disciple | loess

from

left to right

Bodhisattva Clay, 65 c¢m height | Showcase
loess

Ananda, Clay, 69 c¢m height | Showcase
Buddha's disciple | loess

Fig. 1 - Detail from the Exhbibition Silk Road object list.
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Fig. 2 - Kashyapa, Bodhisattva, Ananda (catalogue picture).

The second benchmark in programme planning is the exhibition
catalogue. These high resolution photos (fig. 2) and entries arrive about
four months before the start of the exhibition. In the case of Expedition
Silk Road, they came from the Asian Art Department of the State
Hermitage Museum in St. Petersburg. The entries, together with the
pictures add depth to the object list, by telling the story of every object and
showing each of the small details. This makes the objects on the list begin
to come alive.

At this point, we are getting a good idea of the objects we want to use
in the Look & Learn cards, but still have to check with exhibition design
(fig. 3). What if most of the objects are all in the same part of the
exhibition? Ideally, the objects will be spread out equally over the whole
exhibition, so the students will also spread out and minimize the risk of
disturbance to other visitors. As a result, it is important to have more
objects on the list than the number finally needed, so that some objects for
the educational programme can be cancelled to ensure they are equally
spread out. Another aspect shown clearly by the exhibition design is how
the objects are presented in the exhibition. Archaeological exhibits, if
displayed in a well presented, lively way, can be very interesting to
adolescents (Laura, 2007, p. 23). This was accomplished in the exhibition
design of Expedition Silk Road.

75



Fig. 3 - Detail from the Expedition Silk Road exhibition design.

Based on the object list, the catalogue entries, the pictures and the
exhibition design, we choose 18 diverse and well-presented objects of high
quality, spread equally over the exhibition. Before we continue with the
content of the LLook & Learn cards, there is internal communication with
the security department about logistics. A maximum class size of 30
students can participate in the programme using the Look & Learn cards.
During the programme, the class will be divided into five groups of
maximum six students per group. Each group will be studying the same 18
objects, but in a different order. That means that five different routes
through the exhibition will be needed, and these routes need to be checked
with the security department. Do these routes reduce the chance of
bothering other visitors to a minimum? Can the students use both
staircases? Is it dangerous when students go for a small part of the route
against the stream of visitors? After discussing this kind of questions, a
decision can be made which of the five different routes the students can
take. Most importantly, this communication with the security department
lets them know what to expect and positions them to support the
education programme.

While the content on the Look & Learn cards is the same for each
student, it offers differentiated learning for most grades and levels of
secondary schools. With every object there are three to eight questions,
and these questions link to three different learning methods. These are
recognizable by the colour of the question (observe=green, compare=orange,
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discuss=red) (fig. 4). Students may answer all the questions, or they may
stick to one ot two colours, depending on their grade and/or level. This is
something that may be discussed briefly with the teacher at the start of the
programme. Designing the programme this way ensures that one Look &
Learn card can serve the whole programme and provides constant
challenge for students across grades and levels of secondary schools.

56-58

BODHISATTVA
GEFLANKEERD
DOOR KASHYAPA
EN ANANDA

in de groften van Dunhuang zijn raast heel veel musrschilderingen
ook verschillends Beelden gevenden, Dese Beelden rijn geschilderd
in dezelfde pigmenten als de muwrschilderingen in de grot waar 2e
wErden gewonden.

" WELKE KLEUREN IIE JE OP DE BEELDENT

" PASSEN DEZE BEELDEN BIJ DE MUURSCHILDERING IN DE
GROT OBE HIER TEGEN DE MUUR 15 GEPLAATSTY

" wWasRAAM ZIE JE - BEHALVE AAN DE KLEUREM - DAT DEZE
BEELDEM B1) ELKAAR HORENY

Fig. 4 - Detail Look & Learn card with green and orange questions.

During the development of the Look & Learn cards there is also
internal communication with the facility department. How can schools book a
programme? What happens exactly when a class arrives? Is there equipment to edit the
introductory film? Is there equipment to show the introductory film in the study centre?
Besides answering these questions, just like the security department, this
communication also positions the facility department to know what to
expect and makes them feel more involved with the education programme.

The introductory film, like the Look & Learn cards, is also made by the
education department in co-operation with the exhibition department. A
script is written based on the exhibition story and the catalogue entries.
Once the script is approved by the exhibition department, we use high
resolution pictures of the objects, along with other pictures meant for the
exhibition and the catalogue for the film combined with short clips from
YouTube. The text is used in a voice-over, and subtitles are added. This
combination of an introductory film and the Look & Learn cards involves
the students with passive and active learning. The introductory film
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enables students to grow familiar with the exhibition objects, and provides
background knowledge that connects them to the exhibition through
passive learning.

Active learning takes place during the second phase, when the students
visit the exhibition independently and use the Look & Learn cards. With
that, we give them a high degree of responsibility. The programme invites
the students to observe, compare and discuss the objects. The Look &
Learn cards are facilitated through small group interaction, therefore the
students support each other, as well as themselves, to maintain focus. This
self-directed learning engages their participation and understanding while
developing their skills in observation, comparison and discussion
(Manzano, Miedema, 2010, p. 50-51).

Now, the programme is almost ready.
We have the introductory film, the

equipment to play it, the different

5
= * ._.-_
=

departments are informed about the - Ja 175 |
. H
education programme, we have the 18 N w

objects with questions of differentiated

I|
=
T

|

I

"

learning methods and five different routes
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printed, but not before the content | | v o
receives a final check. This is mainly to see I r i + i
if all the objects are on the right spot, as ulfd © 2
the objects on the Look & Learn cards are RSTE VERDIEP v yero P E
designed in the correct order per route. - St

Every Look & Iearn card has an i | S e
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exhibition map with the placement of the e

18 objects and the route to follow (fig. 5).

We don’t want to give the students wrong Fig. 5 - exhibition map with 18

objects, one route and start

information because an object was moved and finish markers.

last minute. This final check can thus only

happen when the exhibition is ready, and is done the day before the opening.
Since the designing and the printing of the Look & Learn cards takes another
week, this education programme is operational one week after the opening of
the exhibition.
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2. Carrying out the programme

When a class arrives at the Hermitage Amsterdam, the teacher collects the
entrée tickets. The education staff member welcomes the class in the main
hall and brings them to the study centre where they can leave their coats
and bags. Here, they see the introductory film on the exhibition, receive
their instruction on how to use the Look & Learn cards and the class is
divided into five small groups. The students, teacher(s) and education staff
member all go to the exhibition where each of the five groups start their
five different routes through the exhibition. This way, the class does not
bother other visitors as if they were one big group. The education staff
member and teacher(s) assist the students if necessary. The educational
programme concludes in the study centre with discussion, questions and
feedback.

The design of the programme with the Look & Learn cards also
anticipates changes during a school visit. If a class arrives late, the
education staff member can choose to shorten the time in the exhibition
and email the teacher the Look & Learn cards as a PDF. Since each group
took a different route, every object will still be studied by part of the class.
This way, the students can inform each other about the objects missed. If a
class has limited time, they can shorten the introduction by watching the
film beforehand at school. The education staff member emails the teacher
the URL of the film (posted on the website hermitage.nl). If the
educational staff members are for some reason all unavailable, the design
of the programme (through the introduction film and self-led tour with the
Look & Learn cards) makes it possible for any museum staff member to
host a class, especially since most departments were involved in the
developing of the educational programme.

3. Evaluation and remedial process

This design enabled flexible evaluation during the education programme’s
development, and collaborative feedback with the exhibition designer and
exhibition department was exchanged in project group meetings. This
dynamic information exchange added responsiveness to education
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programme. For example, when the exhibition design revisions caused
object positioning to change, it was possible to adjust the programme
route and prioritize choice of content using timely information. This
dynamic process of information sharing, collaboration and feedback
exchange appears to be a valuable method to integrate education
programmes into exhibitions. Education objects were able to be selected
and prioritized by quality, diversity and location, and associated departments
could be involved in the programme’s evaluation and improvement.

One thing to keep in mind when using this method is that object details
sometimes appear clearer in catalogue pictures than in real life. Therefore,
it is valuable to consider diverse dimensions in object positioning when
designing education content for interaction.

Finally, the proactive nature of this programme development
accomplished greater cohesion between the education programme and the
exhibition, leading to more meaningful student experiences. As this process
continues to be shared, additional opportunities are created for continuing
feedback and realization. Further investigations are recommended to
continue assessing the strengths, weaknesses and specific process
approaches of these implementations.
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History adventure! You and the Golden Age

Annemies Broekgaarden”

Abstract

Jij en de Gouden Eeuw, an innovative programme designed by the
Rijksmuseum Amsterdam, aims to engage students of primary schools (6-
12 yrs.) in a number of the most important historical events of the Dutch
seventeenth century. Point of departure is ‘learning by doing’. To achieve a
maximum degree of identification and surprise, the programme uses a
unique combination of film, computer game, physical experience, and
drama.

‘History adventure’ is the best description of how children experience
this programme. The stories used in the programme are: Rembrandt van
Rijn’s painting of the Nachtwacht (Nightwatch), the survival in 1596 of a
ship’s crew on Nova Zembla, and the spectacular prison break of Hugo de
Groot (Grotius).

Keywords: Netherlands, seventeenth century, drama, primary school, history.

* Annemies Broekgaarden, Rijksmuseum Amsterdam, Museumstraat 1, Postbus
74888, 1070 DN Amsterdam, the Netherlands, A.Broekgaarden@tijksmuseum.nl.
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1. The conception and planning of the programme

Consultation with audience

Before developing new educational programmes, the Rijksmuseum always
consults with the intended audience. In this case, primary schoolteachers
formulated two specific wishes: firstly, a new museum programme must
substitute part of the curriculum, and secondly: it must use theatre as a
medium. Many teachers struggle with their history lessons, which is why
the programme uses an historical perspective: to meet the needs of the
educational field and use the strength of the museum.

Developing this programme was team work: curators, a theatre
company, historians, educators, designers and text writers all worked
together. A special studio was designed and built, and professional actors
were trained.

Learning by doing
Because the Rijksmuseum belongs to everybody, the aim was to make sure
the programme wasn’t ‘high-brow’ in any way, but in tune with students’
experience and enjoyable for school groups and families from all walks of life.
Another goal was to engage students in the most important historical
events of the Dutch seventeenth century, related to the most important
collection of the Rijksmuseum. Point of departure was ‘learning by doing’,
as active participation allows for better retention of information. The
programme is multidisciplinary: theatre, film, gaming, research activities,
physical experience.

Connecting to curriculum

The three main historical stories in the programme connect the curriculum
of Dutch primary schools to the collection of the Rijksmuseum. Its
Unique Selling Point is that the programme substitutes part of the
curriculum. Student participation is maximized because the students really
become part of the programme. They arrive at the museum fully prepared

and connect with the collection immediately.

The programme is offered to students twice a day on schooldays (2,5
hours), and to families with children during holidays and weekends (2
hours). To inform teachers and families, we use a promotional video, a
brochure, sneak previews, the website and social media.
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Connecting to the collection

Every educational programme developed at the Rijksmuseum is rooted in
the extensive collection of the museum. Therefore, the same applies to the
three stories featured in You and the Golden Age.

Take the story of Hugo de Groot, for example. De Groot, or Grotius
as he is known outside The Netherlands, was a Dutch scholar who lived
from 1583-1645. He was so bright that he attended the university of
Leiden from the age of eleven.

In 1609 Grotius wrote his most famous wotk, Mare Liberum, which
means Freedom of the seas. In it, he argued that the sea actually doesn’t
belong to anybody. This work laid the foundation for the modern
maritime laws we use today.

In The Netherlands, however, Grotius is more famous for his
spectacular prison break, in March 1621. He had been sentenced to
lifelong imprisonment by stadholder Maurits of Orange, following a fierce
religious dispute, in 1618. Another of Maurits’ opponents, the 71-year old
politician Johan van Oldenbarnevelt, was beheaded on the charges of high
treason.

Grotius and his entire family - wife, children, maid-servant - were
locked up in the castle of Loevestein. The only pleasure Grotius was
allowed was reading. Every month a chest of new books would be sent to
castle.

In 1621 Grotius’ wife Maria devised a plan. What if her husband were
to escape using the chest of books? Grotius agreed, and started training: he
would curl up in the chest for a few hours every night, to practice keeping
still for a long period of time.

On the 22" of March 1621 Grotius escaped his prison in the book
chest. His maid-servant Elsje accompanied the chest and diverted the
attention of a suspicious skipper. Grotius fled the country. He died in
1645.

A fascinating story, especially for children. And the book chest (fig. 1)
in which Grotius escaped happens to be part of the collection of the
Rijksmuseum!

Also in the collection: a portrait of stadholder Maurits of Orange (fig.
2), and the sword used to behead Johan van Oldenbarnevelt (fig. 3).
Students participating in You and the Golden Age are always shown these
original, authentic objects, to ensure they are aware of the fact that the
stories in the programme aren’t fictional, but real.
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Fig. 7 - The book chest in which Grotius escaped his prison.
Photo: Rijksmuseum.

Fig. 3 - Portrait of Mautrits, Prince of
Orange, by Michiel Jansz. van
Mierevelt, ca. 1613-1620.
Photo: Rijksmuseum.

Fig. 2 - The sword used to
behead Johan van
Oldenbarnevelt in 1619.

Photo: Rijksmuseum.
84



The two other stories featured in You and the Golden Age are connected
to the collection in similar ways.

Structure of the programme

The original version of You and the Golden Age was evaluated on all number
of issues. The current version incorporates improvements, and currently
has the following structure:

1.

In the classroom: the teacher receives an extensive package of
educational material, to prepare the students for the visit to the
museum. The students ‘become’ a character from one of three
seventeenth century stories by playing the computer game
‘Ranking the class’, in which they evaluate each othet’s personality
to best match the seventeenth century characters. The students
also memorize a number of lines from a play that they will perform
in (fig. 4).

Fig. 4 - Is this the real one? Students admire the book chest in the museum,

in which Hugo de Groot probably escaped prison in 1621.
Photo: Rijksmuseum.

In the museum: once they are in the museum, three ‘researchers’
from the Society of Historical Secrets guide the students through
the museum, showing them the real objects and paintings relating
to the characters they have become. The ‘researchers’ are in fact
professional actors. They connect the collection to the stories and
to the knowledge of the students.

In the theatre/studio: after the guided tour, the students enter the
final and most spectacular phase of the programme. Each of the

85



three groups of students enter a specially designed ‘historical
experience’. For instance: one group steps into a wooden shack,
much like the one the ship’s crew built in the seventeenth century
to survive on Nova Zembla. The students feel the icy wind and
drops of melting snow on their faces. While they’re listening to
voices (via hidden speakers), they suddenly hear a polar bear on the
roof. Each of the two other groups has a similar ‘experience’ to fit
their story. The Rembrandt-group steps into the ‘head’ of
Rembrandt van Rijn, and sees through his eyes. The Grotius
students experience his spectacular prison break in a giant book
crate, that wobbles en sways.

After half an hour of practice with their designated actors, the
students assemble in the specially built seventeenth century theatre.
The grand finale is a theatrical show, with music, lights and special
effects, in which the students ‘become’ their character on stage and
play their story for their fellow students, a fantastic experience.
One student described the programme this way: “You play history,
that’s the fun!’ (fig. 5).

Fig. 5 - A student plays Rembrandt painting his masterpiece the Nightwatch.
Photo: Rijksmuseum.
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2. Carrying out the programme

Teanmork

Carrying out You and the Golden Age requires constant teamwork. Each
programme is led by a team of three professional actors. Because the
students recognize the actors from the film they have watched at school,
they immediately feel involved with the story. The personal connection
makes it possible to pay attention to every child. To provide a profound
physical experience, a theatre designer was hired to design the spaces
needed for the programme.

Routing and logistics

We also paid special attention to the routing: students are welcomed in the
foyer and shown to the cloakroom. They change into specially designed
jackets — that way they are instantly recognizable to tour guides and
museum security. The class is divided into three groups, that each follow a
fixed route through the museum.

After the visit to the museum and a break with drinks and snacks, the
students are escorted to the special seventeenth century studio. Here they
physically experience the historical stories. A show control system operates
the lights, the sound and special effects (cold air, moving objects) and the
beamers during the historical experiences and the theatrical show (fig. 6).

Fig. 6 — Let’s go on a history adventure! Students act out the prison break
of the famous seventeenth-century thinker Hugo de Groot.
Photo: Rijksmuseum.
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Day-to-day contributors

A producer sees to the daily running of the technique and materials. A
director trains, coaches and monitors the fourteen professional actors
involved in the programme. A number of employers from the department
of education guard the programme as regards content and maintain the
contacts with schools. The producer, director and actors, as well as visiting
teachers, indicate any problems or obstacles they encounter. Small changes
are implemented directly, or if required, via a special training.

3. Evaluation and remedial process

Testing

Version 1.0 of Jij en de Gouden Eeuw was tested extensively, twice. The
first evaluations and tests were conducted with nine pilot groups of
students and their teachers, using observation, interviews and written
surveys. The second evaluation was conducted by an independent
historical researcher, who visited schools and spoke at length with teachers
and students. One element needed no improvement: the computer game
‘Ranking the class’, in which the students consign each other their
characters, proved to be near perfect.

Improvements

Other elements of the programme, however, did need improving. One of
the main outcomes of the second study, for instance, was that the guided
tour in the museum was too short. It was consequently lengthened.
Another correction concerned the vocabulary used in the programme: it
proved to be too difficult, after which the scripts were amended. A third
improvement pertained the theatrical show. In the original version
students performed the play largely by themselves. The evaluations
showed, however, that they needed extra guidance to make it feel more
spectacular. The current version therefore uses three professional actors
per programme (fig. 7).
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Fig. 7 - Willem: Barentzs s dead... Students act out the story of a ship crew’s
excruciating winter on Nova Zembla, 1596.
Photo: Rijksmuseum.
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Un dimanche avec des étudiants
de Paris-Dauphine au musée de Cluny

Anne-Sophie Grassin*

Résumié

Conscient de I'importance de sensibiliser les jeunes a I'art et a la culture,
convaincu que les pratiques culturelles peuvent répondre au besoin
d’autonomie et de responsabilité des jeunes, le musée de Cluny a mis en
place un programme spécifique avec Paris-Dauphine, une prestigieuse
université parisienne qui forme des futurs managers ouverts sur ’économie
et lentreprise. Ces étudiants, a l'origine non initiés a lhistoire de lart,
incarnent le role de médiateurs dans les salles du musée a 'occasion d’une
manifestation spécifique, le premier dimanche du mois de mai. Ce rendez-
vous annuel s’intitule « Un dimanche avec des étudiants de Paris-Dauphine ».

Parce que ces jeunes sont formés en amont de leur participation,
accueillis et accompagnés a toutes les étapes du projet, les bénéfices de
Popération sont concrets pour tous les acteurs mobilisés.

Ce programme de médiation répond aux objectifs de démocratisation
culturelle et de développement de I'éducation artistique et culturelle, valorisés
par la politique des publics du ministere de la Culture et de la Communication.

Mots clés : développement des publics jeunes, médiation culturelle,

éducation muséale, démocratisation culturelle, musée et université.

* Anne-Sophie Grassin, Musée de Cluny — musée national du Moyen Age, 6 place
Paul-Painlevé, 75005 Paris (France), anne-sophie.grassin@culture.gouv.fr.
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Fig. 1 - Un dimanche avec des étudiants au musée de Cluny :
un rendez-vous stimulant pour tous les participants.

1. Conception et planification du programme

Au musée de Cluny, le premier dimanche de chaque mois est gratuit pour tous
les visiteurs. ILa conception du programme Un dimanche avec des étudiants de Paris-
Daunphine est la convergence de plusieurs constats. Il s’agit tout d’abord
d’accompagner la visite d’'un grand public demandeur d’aides a la visite et
particulierement présent lors des premiers dimanches du mois, gratuits pour
tous. C’est aussi la rencontre des souhaits de deux institutions : un musée qui
cherche a sensibiliser et a fidéliser les jeunes et une université soucieuse de
former a I'art et a la culture des futurs managers ouverts sur le monde.

En effet, proposer a des jeunes de participer a un projet de médiation
peut favoriser ce que certains auteurs nomment «linclusion sociale »
(Lussier-Desrochers et. al, 2003). Ce concept se caractérise par des projets a
long terme qui visent a « encourager le lien avec le musée, a développer des
habiletés cognitives, sociales et affectives et correspondent a la présence de
formations initiales ou de supervisions continues » (Dahan, 2013, p. 57).

Justification et pertinence

Les études sur la gratuité des dimanches dans les institutions patrimoniales
ayant montré la significative mobilisation des jeunes, notamment des
¢tudiants (Eidelman-Céroux, 2009), I'intérét de faire appel a des médiateurs
ponctuels lors des dimanches gratuits s’est affiné.
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L’adhésion active de I'ensemble des acteurs du projet, au musée de
Cluny, est un facteur déterminant a sa réussite le jour consacré.

Des partenaires volontaires et coordonnés
Le projet prend appui sur une convention partenariale, signée le 4 avril
2012 entre le musée de Cluny, 'université et la Fondation Paris-Dauphine.

L'université Paris-Dauphine, établissement supérieur de prestige ouvert sur
I’économie et entreprise, est spécialisée dans les sciences de 'organisation et
de la décision ; son éventail disciplinaire est large : gestion, économie, droit,
science politique, sciences sociales, mathématiques appliquées, informatique,
droit et langues. Dauphine investit aussi le champ de la culture et plus
largement celui de 'ouverture intellectuelle avec un double objectif : intégrer
dans les formations des étudiants une sensibilisation aux enjeux culturels et
développer les interactions avec des institutions culturelles pour « rendre les
étudiants acteurs de leur relation a Iart ».

Plusieurs rencontres entre les acteurs de ce partenariat (les directeurs des
deux établissements et les étudiants) sont nécessaires pour définir les
objectifs et les modalités du programme « Un dimanche avec des étudiants
de Paris-Dauphine au musée de Cluny », véritable défi pour ces jeunes dont
la formation initiale n’est pas en lien direct avec I’art.

Sur la centaine d’étudiants de deuxie¢me année suivant le cours intitulé
«Grands enjeux contemporains », vingt-cinq participent a ce projet.
Souvent brillants, capables de faire preuve d’un esprit de rigueur, de
réactivité et de synthese, 'exercice auquel ils se prétent est en adéquation
avec la diversité des publics de ces dimanches gratuits, constitués d’autres
jeunes, de promeneurs (des curieux passant au hasard d’une déambulation
souvent familiale), d’habitués a la fréquentation des établissements
patrimoniaux (public de proximité qui connait ce jour de gratuité), mais aussi
de primovisiteurs (touristes de passage ou personnes profitant de la gratuité
pour venir découvrir les collections d’art médiéval parfois mal connues).

Des ressources riches

Le programme du dimanche avec des étudiants de Paris-Dauphine repose
sur une coordination efficiente des ressources mobilisées au sein du musée
et de luniversité. Le déroulement et Ianimation du projet impliquent
I'intervention de dix personnes. Sept d’entre elles représentent le musée :
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un coordinateur du programme au sein du service culturel, un chargé de

documentation, cinq conservateurs du patrimoine. A T'université, un

coordinateur de lopération et deux enseignants sont les ressources

humaines actives qui gerent le projet et en assurent sa planification.

Le musée

Le musée est la sphere qui abrite les collections, I'instance qui orchestre
le projet sur place en dispensant des connaissances et en mettant
I’ensemble de ses ressources a la disposition des jeunes.

Celles-ci sont de natures diverses : humaines, scientifiques et logistique.
A Tissue d’une formation assurée par les conservateurs du musée,
devant les ceuvres, les étudiants peuvent prendre rendez-vous au musée,
au service de documentation et ont également la possibilité de venir
dans les salles aussi souvent qu’ils le souhaitent pour se préparer. Ils
peuvent alors solliciter les équipes mobilisées.

L’université

En parallele, Penseignement dispensé aux étudiants a 'université est une
autre ressource active dans le projet. Les enseignants étant trés
impliqués dans la planification du programme, les jeunes peuvent
facilement les solliciter a toutes les étapes de leur préparation.

Outil prévisionnel qui a son importance dans la gestion de projet, un
calendrier détaillé est défini entre les responsables du programme au
musée et a 'université, et partagé afin de bien coordonner les actions de
ces deux ressources et de les mettre efficacement au service des étudiants.

Des objectifs croisés

Les objectifs de Popération impliquent la coordination de trois acteurs

distincts : le musée, les étudiants, les visiteurs, tous trois « récepteurs »

d’une expérience unique.

Du c6té du musée, les objectifs sont les suivants :

- faciliter 'acces et compréhension des ceuvres d’art

- développer les publics jeunes en assurant une médiation adaptée
- promouvoir et valoriser 'engagement des jeunes

- diffuser de la connaissance sur le monde médiéval

- informer sur les métiers de la culture

Du c6té des étudiants, les objectifs sont les suivants :

- acquérir des connaissances
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- améliorer la capacité a problématiser un propos a partir des

connaissances acquises

- découvrir la fonction de médiateur culturel

- développer I'expérience de la prise de parole en public

- développer la convivialité en favorisant I’échange et la découverte.

Ce programme permet donc aux étudiants d’appréhender le milieu
muséal de I'intérieur et de percevoir la diversité des métiers impliqués et de
leurs contraintes. Les étudiants vivent alors le musée comme un lieu de
ressources, d’apprentissage et de délectation.

- Du c6té des visiteurs, les objectifs sont les suivants :

- obtenir les clés dinterprétation d’une ceuvre ou d’un ensemble
d’ceuvres, grace a des médiateurs formés
- enrichir la visite facilement et agréablement
- vivre le musée de Cluny comme un espace de socialisation et de débat.
Telle une rencontre, cette expérience peut donc étre particulicrement
structurante pour les jeunes médiateurs, comme pour les visiteurs.

2. Mise en ceuvre du programme

Le projet met en présence des partenaires engagés ; sa mise en ceuvre
implique des parametres spécifiques.

Des contenus adaptés

Le cursus universitaire des étudiants de Paris-Dauphine n’ayant pas pour
objet de dispenser des cours d’histoire de l'art et de médiation culturelle,
les jeunes médiateurs Dauphinois sont naturellement moins familiers avec
Iexercice de description, d’analyse iconographique, iconologique et de
restitution d’un contexte historique d’une ceuvre que des étudiants dont
I’histoire de l'art est la formation initiale. C’est la raison pour laquelle les
Dauphinois sont invités a travailler sur des theémes transversaux liés aux
collections et aux batiments du musée de Cluny, plutdt que sur une ceuvre
en particulier. Chaque étudiant doit choisir un sujet d’intervention parmi
les cing a sept thémes proposés sur Antiquité et le Moyen Age par les
coordinateurs du projet.
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Les contenus du programme sont ensuite balisés par une formation
préparatoire a laquelle tous les étudiants participants ont I'obligation
d’assister. Deux demi-journées de travail sont d’abord organisées au musée
de Cluny. Les étudiants répartis par petits groupes sont regus par les
conservateurs responsables des domaines d’intervention choisis. Au cours
d’une visite des collections un mardi, jour de fermeture du musée au
public, les étudiants parcourent les salles au plus pres des trésors
médiévaux. Conduits par les conservateurs, qui leur livrent les clés de
lecture des collections et les aident a comprendre les différents contextes
qui en sont a lorigine, ils apprennent au contact des ceuvres a
problématiser et construire un propos dans une démarche dialectique.

A cette étape du projet, les étudiants sont accueillis et renseignés sur le
contenu du programme.

Des moyens pluriels et complémentaires

En parallele, ces jeunes sont initiés a la recherche sur les sources en lien
avec le théeme de leur future intervention par les chargés d’études
documentaires. Ils sont en outre formés a Iutilisation des bases de
données disponibles et peuvent consulter les ouvrages, catalogues
d’exposition et dossiers d’ceuvres. Ils sont ensuite recus au sein du service
culturel par les responsables et chargés de la médiation.

A Pissue de ces quelques heures de travail au musée, les étudiants sont
en mesure de rédiger les éléments du discours qui sera le support de leur
intervention devant les visiteurs le jour consacré.

Ensuite, jouant un role d’observateurs actifs, les étudiants de Paris-
Dauphine ont lobligation d’assister au premier dimanche du mois,
précédant celui ou ils interviennent, journée également de gratuité
consacrée a la jeunesse et a la médiation. En effet, « un dimanche avec des
étudiants » est une opération réguli¢re, qui, en dehors du partenariat avec
Paris-Dauphine, rassemble d’autres étudiants-médiateurs alors spécialisés
en histoire, en histoire de lart, en littérature médiévale ou en médiation
culturelle ; pendant quatre heures, chaque médiateur commente une ceuvre
aux visiteurs. Les Dauphinois peuvent donc se familiariser avec I'exercice
de médiation exigé en 'approchant par I'observation, la distance. Ils ont
alors la possibilité de questionner leurs pairs et peuvent se projeter dans
des conditions de médiation similaites.
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Enfin, des moyens promotionnels sont également pensés conjointement
entre Cluny et Paris-Dauphine pour soutenir le projet et favoriser sa
réussite. Ils sont assurés par Puniversité avec la diffusion d’une information
ciblée via des écrans numériques dans un espace dédié au sein de ses
locaux. Le musée de Cluny annonce lopération dans le programme des
activités et sur son site Internet.

Un accueil personnalisé pour une bonne mise en condition

Le jour de la manifestation, une étape préalable est indispensable : le
musée organise le rassemblement des acteurs autour dun «café
gourmand », moment convivial de mise en conditions qui a toute son
importance.

En effet, les coordinateurs de lopération au musée choisissent ce
moment précis pour rappeler aux étudiants-médiateurs ce qui est attendu
d’eux, les consignes de sécurité, les informations et les détails techniques
dont ils peuvent avoir besoin. Ce moment qui précede le lancement de
Popération a aussi pour objectif de mettre les étudiants a I’aise.

A cette étape du projet, les étudiants sont encouragés et rassurés, autant
de principes qui doivent leur permettre de donner le meilleur d’eux-mémes
pour retirer tous les bénéfices de I'expérience proposée.

Une gestion spécifique de la mise en anvre

Du point de vue logistique le jour méme, une coordination active vise
ensuite le bon déroulement de la journée. Elle consiste a porter I’ensemble
des actions pendant la manifestation, avec un sens de la synergie et de
I'animation. Les coordinateurs se déplacent dans les salles et assistent aux
présentations de tous les étudiants.

Il est également important de veiller a la diffusion des programmes
papier de la journée et de parer aux besoins d’éventuelles impressions
supplémentaires en cas d’affluence, assurer les pauses des étudiants en les
accompagnant et accueillir les enseignants de Paris-Dauphine et les
conservateurs du musée de Cluny.

Lorsque « Un dimanche avec des étudiants de Paris-Dauphine » a eu
lieu, Popération est-elle pour autant terminée ?
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3. Evaluation et remédiation du programme

L’évaluation muséale fait partie de la conduite de l'action et permet un
retour réflexif sur un programme et ses effets. Plurielle, définie en fonction
d’objectifs et de moments particuliers, I’évaluation met en ceuvre des
instruments et une méthode précise, adaptée, capable de livrer des
indicateurs, dans le but d’objectiver des choix de médiation, de les corriger
ou de les améliorer.

Des approches complémentaires permettant la vérification des effets du projet

Plusieurs temps d’évaluation ont été définis pour obtenir une vérification
compléte des effets du projet.
- Le jour méme, pendant la manifestation, par les équipes scientifiques

Au cours de 'apres-midi dominicale consacrée a la médiation par les
¢tudiants Dauphinois, les conservateurs présents et le coordinateur de
cette manifestation au musée ont recours a une observation postée des
jeunes médiateurs dans les salles. Ils integrent discrétement un groupe de
visiteurs arrété devant chaque étudiant au travail et notent la maniere dont
les étudiants a Pouvrage restituent les connaissances acquises lors de leur
formation préalable ainsi que leur « savoir-étre » général, la facon dont ils
interagissent avec les publics. Comment gerent-ils les questions ? S’en
servent-ils pour livrer un propos enrichi ? Vont-ils au contact des visiteurs
ou attendent-ils d’étre sollicités ?

Paralléelement, les chargés de I'accueil et de la surveillance notent les
remarques des visiteurs et les transmettent ensuite au coordinateur du
musée. Au cours des premicres minutes de I'exercice de médiation, la
présence du coordinateur peut étre 'occasion d’encourager les étudiants,
parfois encore intimidés, a aller au devant des visiteurs.

- Le jour méme, apres la manifestation, entre la direction et les étudiants.

A Pissue de la manifestation, le dimanche méme, dans latelier de
médiation, une discussion de groupe entre les étudiants et la direction
permet aux étudiants de faire un retour sur 'expérience qui vient d’étre
vécue. Ces échanges partagés et formalisés « a chaud » sont consignés par
le coordinateur de l'opération et laissent la possibilité de les analyser
ultérieurement et d’améliorer des aspects qui auraient pu paraitre
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insatisfaisants, ce qui s’est rarement produit.

- Le lendemain de la manifestation, au musée de Cluny. Le lendemain de
« Un dimanche avec des étudiants » un bilan oral a 'ensemble des
responsables présents a la réunion hebdomadaire des services est dressé
par le coordinateur en charge du projet. Cest aussi 'occasion de
restituer les verbatim des visiteurs annotés sur le livre d’or (propos
extrémement positifs au sujet de Popération). Les analyses réalisées
montrent combien les visiteurs apprécient cette manifestation
nombreux sont ceux qui souhaiteraient qu’elle soit réitérée chaque
premier dimanche du mois.

- Apres la manifestation, a I'université Paris-Dauphine, lors d’un
enseignement. A Tissue de la manifestation, alors que les Dauphinois
sont de retour dans leur université, une restitution de leur expérience de
médiation muséale leur est demandé par leurs enseignants lors d’un
exposé noté devant 'ensemble des étudiants du cours « Grands enjeux
contemporains ».

En parallele, la Fondation Dauphine organise des entretiens ouverts
avec les étudiants.

La déclinaison de cette « temporalité de la réception » permet une analyse
complete de I'événement. En revanche, si les restitutions sont efficaces et
offrent un retour de qualité, des améliorations méthodologiques sont
envisageables pour optimiser la conduite de I'évaluation, faire évoluer plus
aisément le projet et développer ainsi les bénéfices recherchés.

La portée de ce programme pourrait étre améliorée en mettant en place

une évaluation plus compléte et mieux coordonnée au cours du projet.

Vers une meillenre adéquation entre objectifs recherchés et résultats évalués

Une enquéte aupres des différents acteurs et récepteurs du programme
pourrait optimiser ses bénéfices généraux. Un questionnaire fermé pourrait
étre élaboré et remis aux coordinateurs des deux instances partenaires : le
musée de Cluny et 'université Paris-Dauphine.

Ensuite, des entretiens semi-directifs plus rigoureusement établis et
soumis a tous les participants, de manicre systématique, pourraient mettre
en exergue 'impact réel du programme sur les bénéficiaires immédiats.

Enfin, un deuxi¢me questionnaire fermé pourrait étre administré aux
visiteurs sortant du musée le dimanche consacré.
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Penser la réception du projet dés sa conception

Chacun des objectifs et bénéfices ciblés pourraient étre évalués
indépendamment les uns des autres et articulés ensuite afin de mesurer
I'impact de I’ensemble du programme.

La mise en place d'une méthode précise, adaptée a toutes les étapes du
projet faciliterait sa conduite et la réutilisation des résultats observés.

Un dimanche avec des étudiants de Paris-Dauphine est 'exemple d’un
partenariat réussi entre un musée et une université : une moyenne de 2 600
visiteurs se déplacent chaque année ce dimanche-la pour rencontrer de
jeunes médiateurs formés, préts a leur livrer des connaissances dans une
atmosphere dynamique et conviviale.

Ces améliorations sont actuellement prises en compte, en prévision du
prochain dimanche étudiant consacré aux étudiants de Paris-Dauphine.
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Wereldgrachten (World Canals)

Elvire Jansen, Inez Weyermans, Irma Enklaar

Abstract

The World Heritage Office and the Amsterdam Museum have developed a
special schools’ programme on the history of the canals for primary school
pupils (age 10-12), called ‘Wereldgrachten” (World Canals). The
programme offers an introduction to the past and present of the canals.
Pupils discover why the canals of Amsterdam have been given World
Heritage status.

The project consists of a preparatory class at school and an active class
aboard a canal boat, and concludes with a lesson at school. A museum
teacher conducts a workshop at school introducing the UNESCO
organisation and explaining why World Heritage is so important for future
generations.

After the workshop, the pupils participate in an active class aboard the
canal boat, conducted by two museum teachers. The history of the canals
is brought to life by listening to stories, smelling fragrances and handling

* Elvire Jansen, Amsterdam Museum, Postbus 3302, 1001 AC Amsterdam (the
Nethetlands), e.jansen@amsterdammuseum.nl; Inez Weyermans, World Heritage
Office,  Vijzelstraat 32, 1017 HL  Amsterdam (the Nethetlands),
i.weyermans@bma.amsterdam.nl; Irma Enklaar, Enklaar Cultuureducatie, Javakade
394, 1019 SB Amsterdam (the Nethetlands), irma.enklaar@gmail.com.
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particular objects. The pupils write and draw their impressions in a special
workbook. The boat stops at The Cromhout Houses, a 17"-century house
(nowadays a museum) where the pupils visit the garden, the kitchen and
the large salon.

We ask children to consider their own relationship with this part of the
city and with World Heritage. We also focus on the construction of the
canals in the Golden Age, the luxury houses that were built and the exotic
trade products that were stored in warehouses. Just how vital the canals are
for Amsterdam city life is emphasised: the trees that line the canals and the
hidden, large gardens are still the green lungs of the city, as they were 400
years ago.

The World Canals schools’ programme is important for pupils to learn
about Amsterdam and to better understand and appreciate their city.

The pleasure and active way of learning during the boat trip brings this
unique and dynamic heritage convincingly to life. We believe this project
can be an example to others, especially the active way of learning about
one’s own (world) heritage.

Keywords: World Heritage, history of canals, active participation, boat
becomes classroom, awareness of their own city.

1. The conception and planning of the programme

There were plenty of reasons for developing this programme. The
Amsterdam Museum and the World Heritage Office (City of Amsterdam)
wanted to develop an innovative way of teaching history. The World
Heritage Office wanted more knowledge about the fact that the Canal
District has been a World Heritage site since 2010. The World Heritage
Office also promotes the UNESCO message: World Heritage must
continue to be preserved for future generations and the earlier children
come into contact with (world) heritage and realise how special it is, the
broader that basis will be. The Amsterdam Museum regards it as its social
duty to familiarise educational groups with the history and culture of
Amsterdam, to learn about and to understand their own city. For this
reason there is a broad educational range of programmes linking to the
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various educational groups. Most of these programmes are carried out
between the walls of the museum. The World Heritage Office and
Amsterdam Museum joined together as partners because both believed
that the unique story, and history, of the canal ring should be told either
on or alongside the canals.

We developed Wereldgrachten in 2013, as the city was promoting the
400" anniversary of Amsterdam’s canals. Several schools requested
materials within this context. Wereldgrachten was developed with the
understanding that it needed to be a sustainable programme to be enjoyed
by future pupils for many years to come.

The 17"-century canals symbolise a very important period in the history
of Amsterdam. During “The Golden Age’ the city was the trade centre of
the world. We wanted to emphasise several important topics underlining
the importance of the development of the Canal District: the green lungs
of the city, the importance of the water/canals, the way people used to
live, the importance of (world) heritage. By actually doing this aboard a
boat, we hope to bring the history alive. We also show the pupils a 17"-
century canal house and the fact that almost every such home had a large
garden, since this is an aspect you cannot see from the water (figg.. 1, 2).

Fig. 7 - The boat becomes the classroom.
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Fig. 2 - The class visits The Cromhout Houses,
where the pupils visit the garden, the kitchen and the large salon.

We decided to train museum teachers to tell the story of the Canal
District and World Heritage, so that teachers from the individual schools
do not need to spend considerable time preparing the class, since it is a
vast subject to grasp.

A variety of curators and experts trained the programme’s museum
teachers, to create a current and multi-faceted picture of the Canal District.
For the first lesson, in the classroom, the pupils view a short film
produced especially for Wereldgrachten. In it, presenter Joris van Marseille
(well-known by the children from national youth television programmes)
delivers a short and stirring introduction to the project.

We work with the Cultuurboot Amsterdam and MOCCA (expertise
centre for cultural education). The Cultuurboot is a service provided by the
City of Amsterdam to help primary schools by traveling to cultural
institutions. For Wereldgrachten, the boat sails a special route through the
Canals, in accordance with the programme. Schools only pay the museum
teachers (50 euros per hour) and are given the boat trip without charge.

Wereldgrachten also sought cooperation with canal companies and other
local institutions and enterprises, and hopes to be an inspiring example for
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other cities with unique historic waterways, such as Paris, London and
Venice. We discovered that using a boat and interactive activities brings
pupils very close to the subject.

2. Carrying out the programme

The programme is permanent and can be booked by a school throughout
the academic year. The school that wants to book this programme
approaches the Amsterdam Museum to agree dates for the preparatory
lesson and the museum lesson aboard the boat. This is also when the
teacher comes into action. The teacher is granted access to the online
project material (teacher instructions, project film). The preparatory
lesson, which takes about an hour, is offered free of charge to encourage
the programme. The project film, which is shown during the lesson, was
made in collaboration with a journalist and filmmaker who has broad
experience working with children in this age group. The journalist also
works for Het Jeugdjournaal, a special newsbroadcasting for children,
which airs every day on national television. The preparation of this film
was made during the summer of 2013. In the film, a child who lives in the
Canal District, is being interviewed and he shows the audience round in
his 17" century canal house.

The museum teacher visits the school with his digital tools. He delivers
the preparatory lesson with the project film, and ‘UNESCO and World
Heritage’ is explained with an extended powerpoint. The pupils are given
some interactive tasks during this lesson. Since this all takes place in the
classroom at school, no other content than a computer and a digital board
is necessary. The school doesn’t need to prepare anything in particular. The
second lesson is on-site: the school class comes to the World Heritage
Podium (opened in September 2013) in a building called “The Bazel’. This
means that the schoolclass needs to come to the location. The City
Archives are also located here. The building is in the heart of the Canal
District. Colleagues working in the building the Bazel need to be informed,
like the people working for security as well as the receptionists, that a
schoolclass is coming to visit the building. The museum teachers, who
awaits the class, need to be half an hour early at the Bazel, to prepare the
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World Heritage Podium ready to receive a schoolclass with a maximum of
30 pupils. After a brief reception by the museum teachers, they all head for
the tour boat, which then becomes a classroom. Every captain of the tour
boat needs to be informed about the route the boat is going to take along
the canals. The boat company with whom we work together gives these
written instructions to every captain with tour of duty. The children also
need to be informed about the rules on board.

The museum teachers take care of all the preparations in advance: they
take materials with them for the viewing assignments. They stay aboard for
almost two hours. The class is given (viewing) assighments and a
workbook. Along the way they disembark at the Cromhouthuizen
(houses), for a visit to the grand salon and garden. The Cromhouthuizen
are also a regular museum (het Bijbels museum). So during the stay at the
museum both the museum teacher as the pupils have to behave according
to the rules of the museum and are given specific instructions to do so.
The visit in the museum takes about 20 minutes. They visit the 17" century
old kitchen, the main hall with beautiful paintings and the garden
belonging to the house. Of course the museum staff is also informed
every time a class comes to visit. The lesson is then resumed on-board.
The lesson on board, including the visit to the museum, takes exactly two
hours. At that moment the official teacher of the class takes over again.
The workbooks used on-board are taken to the school for the concluding
lesson (figg. 3, 4). This lesson will be given by the official teacher of the
class. He can decide how to rap up the lessons about Worldheritage.

= ‘ -
Fig. 3 - the class is given Fig. 4 - the boat becomes
a workbook. the classroom.
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3. Evaluation and remedial process

The programme was tested extensively, and was modified in the spring of
2013. This was necessary for the best possible match with the target
group’s wishes and needs. Testing was also necessary for us to become
familiar with a new working method. Viewing ‘living’ (and moving!)
heritage from a boat is very different to conducting a museum programme
in a museum hall or classroom. We made a number of valuable findings
during the pilot stage. One result was that we reduced the content volume
and number of assignments significantly. The methods we use must be
oriented towards ‘Tlooking outwards’, towards the facades and the
vegetation of the canals.

A microphone is used to overcome the noise of the engine. We
discovered that this hindered interaction. Thus we tested how we could
achieve maximum interaction between the museum teachers and the
pupils. By switching between working with the entire group and with
smaller groups, the microphone does not need to be used constantly.
Varying activities (tracking the route, drawing, offering opinions, creating
short poems, passing on materials) also ensure an active work attitude,
despite the children sitting around tables on board.

The museum teachers are now used to improvising during the
excursion, because a dredger or a tree in the canal can disrupt the
programme’s regular sailing route. But this is no different to working in
the museum, where a room may occasionally be closed. The cooperation
with the tour-boat operators is positive; this is important because the
captain and the museum teachers have to work together very closely.

The programme began last September 2013, and has so far hosted 775
pupils. This number is rising steadily, and we are now in the spring of
2014, the period in which most schools book a cultural trip. Naturally we
will also collect their feedback for further improvement. In the near future,
we would like to develop this programme for schools outside Amsterdam.

Website
http://www.amsterdammuseum.nl/aanbod-basisonderwijs

www.amsterdam.nl/wereldetfgoed
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Promoting science:
the creation of a scientific observatory
to raise awareness on sea biodiversity

Antonella Poce”

Abstract

The project, funded by the Sicilian local authority and promoted by IAMC
(Institute for Marine and Coastal Environment) - CNR — National Centre
for Research (IT) and LPS (Laboratory for Experimental Research) -
UniRomaTRE (IT), stems from the need to improve science
understanding and to strengthen the knowledge about the specific
characteristics of the Sicilian sea environment, creating a science
observatory on biodiversity.

The idea behind the project is that of setting and spreading the culture
of the sea, devising actions addressed to secondary school students and to
certain disadvantaged categories of the population (children at risk of
social exclusion and drop out, unemployed and immigrants).

The observatory to be created will be based at IAMC — CNR (TP - IT)
and will pursue the following aims:

- development of research and testing methods for effective teaching of
science and history of science, with particular emphasis on the use of
new technologies;

* Antonella Poce, Universita Roma Tre, Dipartimento di Scienze della Formazione,
via della Madonna dei Mont, 40 (Italy), antonella.poce@uniroma3.it.
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- promotion of information and dissemination of scientific, historical and
scientific issues, both nationally and internationally, including the
implementation of exhibitions, conferences, publishing and multimedia
projects;

- promotion of technical-scientific culture in schools at secondary level in
particular, including better use of scientific laboratories and multimedia
tools, involving students in initiatives able to facilitate communication
with the world of research and production, so as to raise a widespread
awareness of the importance of science and technology for everyday life
and for the sustainable development of society;

- promotion of specific activities where disadvantaged categories are
involved and supported.

Keywords: scientific centres, promotion of science, biodiversity, museum
education, disadvantaged categories.

1. The conception and planning of the programme

Scientific topics have often been considered unattractive and difficult and
this attitude contributed to the definition of a cultural construct such as
that of the deficit model. The deficit model (*70/°80) recognized only
formal education systems as subjects able to instruct the public in the
fields of reference. When the concept of Public Understanding of Science
(PUS) entered the scene, the focus shifted towards the development of the
relation “science and technology” and the lack of familiarity with these
fields still kept publics away from science appreciation.

Numerous international studies (e.g. Gaskell & Bauer, 2001) proposed,
then, to move from a PUS to a PEST model (Public Engagement with
Science and Technology), ie. from traditional instruction to public
engagement, also in making decisions on scientific issues with a significant
social impact. This facilitated the spread of new discoveries and research
results.

Scientific and technological culture, important element of the shared
encyclopaedia and individual knowledge, becomes an instrument for social
and political participation. In particular, imagery connected to the sea
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environment plays an important role: temporary exhibitions events always
have a certain attractive impact on the public, but these “successes” are
ofthand and the culture of the sea is always struggling to develop
appropriate standards.

Main aims of the project “Promoting science: the creation of a scientific

b

observatory to raise awareness on sea biodiversity” are those of reaching
school students (secondary schools) and disadvantaged groups based in
the Region (children at risk of social exclusion and drop out, unemployed
and immigrants) and of encouraging social inclusion processes, starting
from guiding concepts, such as biodiversity and geo-diversity of the seas
surrounding Sicily, increasing social welfare and cultural growth.

At international level, nowadays, the museum has increased its role as a
social inclusion instrument. In the past, instead, museums have someway
supported social inequalities, through exhibition of collections, addressed
to meet only an ¢élite minority’s interests. Museums have not talked to their
potential audiences for many years, but over the past 30 years, they have
changed their attitude, understanding that there are different kinds of
museum audiences with different needs and knowledge. Museums, now,
are well oriented to the 21" Century public and they facilitate access to
their collections. They are promoting innovative strategies and original
approaches are settled to generate interests in their collections and to
attract new visitors. Also the terminology employed to indicate the
museum-audience relationship has changed: we talk, in fact, of “audiences,
customers, consumers, participants, the public, stakeholders, users,
spectators and visitors” (Lang, Reeve, Woollard, 2009, p. 5), but each term
has a different meaning and a close link with markets, customers, kind of
communication or publics. To pay attention to these indications could be
an important step in defining a new role for museums.

In the 1990s, this relationship between the institution and its audience
culture made its appearance on the government’s agenda, taking into
consideration especially social policies.

Government activity was addressed to improve everyone’s access to the
museum, to research excellence and innovation, to project educational
opportunity and to increase creative industry’s impact.

Museums, therefore, needed to search for new tools useful to build a
solid public understanding and appreciation of collection-museum-
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exhibition and to appeal to a wider audience.

The museum is more and more considered as an educational
instrument, of particular interest not only for the élite audience who visit it
on a regular basis, but also for those categories of visitors that are still
excluded from it. In France, for instance, the museum is regularly used to
develop a sense of belonging for those rehabilitation activities addressed to
young offenders, to fight illiteracy, to systematically integrate school
education offering in the ZEPs (gones d’éducation prioritaires). However, to
achieve those objectives, it is necessaty to train mediators to be able to
understand those social problems upon which the museum can intervene,
and design innovative activities, able to raise interest in the various
categories of non-visitors. Furthermore, there is a strong feeling that the
traditional didactic offering of the museums ought to be renewed, to be
more dynamic and interactive, even employing, whereas it is deemed
necessary, ad hoc electronic platforms.

Promoting science, in fact, is especially a social need. “Not experts-
people”, the majority of citizens, might have difficulties in understanding
scientific texts and in catching the message behind certain topics.
Museums, as scientific places devoted to the spread of knowledge, can
contribute a lot to promotion and dissemination, also in view of educating
to environmental protection concepts (Durant, 1998). The project, to be
devised within the Observatory based in Sicily (IT), foresees a series of
actions in this sense, trying to reach school students (secondary schools)
and disadvantaged groups based in the Region (children at risk of social
exclusion and drop out, unemployed and immigrants, in particular),
encouraging social inclusion processes, starting from guiding concepts
such as biodiversity and geo-diversity of the seas surrounding Sicily and
increasing social welfare and cultural growth. Specific themes to be
developed are the following: biodiversity, geo-diversity and literature;
biodiversity and food; geo-diversity and history of science; natural diversity
and culture; bio and geo-diversity and art; biodiversity and technology;
biodiversity and science.

The project is funded by the Sicilian regional local authority, over an 18
months period (January 2014/June 2015), and is coordinated by IAMC
CNR and LPS-UniRomaTRE. Partners in the initiative are Accademia di
Belle Arti (Academy of Arts) based in Palermo and the local authority in

112



Castelbuono (PA). Dissemination activities will be carried out in Sicily, but
also on a national and international level, through publications and
conference presentations. Informative texts will be produced in different
languages.

Project management is assured by a scientific committee and an
international panel of external evaluators, that will review work progresses
and provide assessment reports, indicating the strengths and weaknesses of
the state of the art.

2. Carrying out the programme

In line with the areas identified above, the project aims at achieving the

outlined objectives, through the implementation of: “on the road”

activities, lab activities, based in the IAMC — CNR science centre, and
web-based virtual activities.

- “On the road” activities: science will be brought to “the street”. The
aim is to spread scientific culture outside its traditional environment
and make it easily accessible to everyone. Planned activities are:
exhibitions, installations and artistic shows; public readings; science labs
in the streets (involving especially children and their families). As
regards the public participating in the project, the possibility of
involving different categories of visitors, from school students and their
families to disadvantaged subjects, represents the added value of the
project. The planned activities aim, in fact, at involving, in particular,
besides secondary school students, also children at risk of social
exclusion and drop out, illiterate adults, immigrants and the elderly.
These categories could get a great advantage in participating in the
initiative, especially because, with “on the road” activities, researchers
will come and meet them where they usually live and not the other way
round.

- On site activities. The sea represents an incredible resource for
biological richness, variety of landscapes, archaeological and historical
heritage, as well as environmental and socio-economic issues. Pollution
and urbanization, as well as maritime transport, the continued
withdrawal of resources from fisheries, with the modification of the
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coastal line due to ports construction and expansion, determine a
serious impact on marine environment. In this scenario, it is essential
that citizens could be able to understand various implications related to
the proper management of the environment. The action will be based
on two complementary approaches: dissemination of information and
active involvement of citizens in a series of “on the field” actions
(‘participatory’ science, i.e. measurements of environmental parameters,
monitoring of different phenomena, etc.). In Italy, the awareness of
such heritage, if any, is relatively recent. In this scenario, it is essential
that citizens could be able to understand various implications related to
the proper management of the environment. Activities include:
installations and museum paths delivery, non-destructive analysis of
biological and geological samples, interviews, forums, debates and
storytelling, forums on movies and videos on marine sciences, courses
on innovative and healthy fish cooking. On-site activities will promote a
re-design of science teaching and learning. The research group aims at
shifting from a traditional approach, to an inquiry based one. In science
teaching, laboratories have a central role during the learning process.
Laboratory work stimulates development and increases the interest in
sciences. The approach based on the investigation allows the
development of high-level scientific competences and increases the
interest in sciences, which are often considered remote from reality,
useless, boring and not necessary in everyday life. Moreover these
activities will be set historically and artistically in the context.

Web-based activities: the overall objective of this activity is to use the
Internet as a tool for dissemination and sharing of environmental
issues. Activities will be carried out on a dedicated web-platform, based
at CNR-IT, which will represent a “window” for deepening and further
dissemination of the information produced. Activities include:
development of the technological platform, distance learning activities,
online science pills, online recipes, narratives, historical laboratories.
Online activities will be achieved according to a research line promoted
by LPS and based on a critical use of technology, which is not seen as
an end in itself, but a tool to facilitate the fulfilment of the objectives.
Researchers will always make advantage of the technologically advanced
devices available today to strengthen the impact of their action,
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showing, for instance, how certain processes are carried out in

laboratories, describing characteristics of regional biodiversity through

three-dimensional commented videos, delivering courses on line, and so
on and so forth. The work, though, will be always carried out in light of

a well-structured educational project, and using reflections on the data

collected as guiding principles.

Thanks to the activities foreseen, two different potentialities, mentioned
by Pierre Clément (2003, p. 56), as regards scientific centres exhibitions,
will be carried out:

- breaking of disciplinary individualities: field subjects are more and
more seen as separate sectors, different from each other and facing
difficulties in reciprocal confrontation. Museum exhibition, instead,
break the above separation, highlighting different aspects of the same
scientific phenomena.

- Unifying affective and cognitive sides, putting the first at service of the
second, surprising the visitors, with the beauty of the expositions
(marine flora and fauna, tactile tanks, reconstructions in technological
environments), contribute in making them leading actors in the
experience, making scientific contents learning more effective.

3. Evaluation and remedial process

Evaluation of the correct project activities development will be carried out
by an internal scientific board and an external board of experts. As regards
communication and educational activities carried out on site and at a
distance, assessment procedures, aiming at identifying the impact of the
actions performed, will be realized through the administration of pre- and
post-tests duly designed, according to the profiles of the groups under
investigation. Profiles of the participants will be identified through ad hoc
questionnaires distributed and filled in electronically, in order to facilitate
the collection and analysis of the data. As regards “on the road activities”,
researchers will administer entrance/exit activities using portable
computers and will support participation distributing gadgets (designed by
the students from the Palermo Academy of Arts) and brochures regarding
the activities. Satisfaction questionnaires will be administered, as well, at
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the end of each activity and event. Written comments from the visitors
participating in the events will be encouraged and the whole written
productions will be analysed through lexicon — metrics tools and content
analysis models already tested by LPS — UniRomaTRE, on occasion of
other research carried out to measure the increase of critical thinking skills.
Thinking aloud comments, as well, will be supported, where possible,
handing out recording devices to participants. These productions too will
be analysed according to the models mentioned above.

The programme to be devised represents a way of promoting science
museum education through research, taking into great consideration the
results of the research carried out. Cooperation between researchers and
museums, meant as science centres in this case, is in action and the result
of the above action will be visible and lasting, thanks to the realisation of a
new physical entity: the Observatory for Sicilian biodiversity, which is
created to disseminate knowledge and growth.
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Seeds of Knowledge, Education, and
Empowerment through a School Garden Project

Susan Rowe”

Abstract

The Museum Science, Heritage Management graduate programme offered
through the Museum of Texas Tech University prepares graduate students
for entry into the international community of active [museum| professionals
by providing theoretical and practical preparation. Students enrolled in the
Heritage Management track are exposed to an extensive investigation of
Heritage as something of value, whether tangible or intangible, selected
from the past for today’s purpose. In completion of the programme the
graduates are prepared to contribute to the professional development and
scholarship of the field as they enrich sociological and scientific values,
encourage preservation and stewardship of cultural and natural heritage,
advocate public service, and direct educational programmes designed to
promote cultural identity and biodiversity. The students’ practical
preparation is obtained by employment with the museum, course practicum
experience, or Heritage Education required service-learning projects.
Heritage Education, a core curriculum course in the Heritage
Management track, is based on the idea that heritage offers the
opportunity for learners to engage in experiences that make them learn.
The class promotes interdisciplinary studies and provides opportunities for

* Susan Rowe, Lubbock Lake National Historic Landmark/Museum of Texas
Tech University, Box 43191, Lubbock (USA), susan.rowe@ttu.edu.
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cooperation among educators, students, heritage sites and organizations. It
is designed to provide skill development in oriented education in a heritage
context, curriculum development, and program implementation. It
provides a hands-on approach to heritage education through key concepts,
competencies, learning theories, and service-learning projects. Service-
learning' is a teaching and learning strategy that integrates meaningful
community service with instruction and reflection to enrich the learning
experience, teach civic responsibility, and strengthen communities.

Keywords: heritage, students, outreach, science, service-learning.

1. The conception and planning of the programme
1.1. Origin of the Project

The Lubbock Lake National Historic Landmark, Lubbock, Texas, is an
archaeological and natural history preserve containing evidence of peoples
on the Southern High Plains for almost 12,000 years. Due to its neatly
complete record of human activity within well-stratified and well-dated
geological deposits, the Lubbock Lake Landmark is one of the most
important archaeological sites in North America. Interpretation and
educational components are done through public programming, onsite
visits, and outreach. The LLandmark site is on the outer boundatries of the
city limits and not accessible to public transportation so outreach
programmes are vital to overall yearly visitor totals and public education
offerings. It is the responsibility of the education manager to actively
explore ways in which outreach programmes can benefit the community
and fit within the mission and vision of the Landmark.

Two factors played a role in the evolution of this project. The first

factor, a casual conversation between a visitor and the education manager

1 Service-learning is pedagogy that links academic study and civic engagement
through thoughtfully organized service that meets the needs of the community.
This service is structured by and integrated into the academic curriculum, which
provides opportunities for students to learn and develop through critical reflection.
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of the Lubbock Lake Landmark: the visitor, Jan Unrein, a local 6" grade
science teacher, had questions about a Three Sisters Garden” students had
planted during a youth programme. Questions turned into an in-depth
conversation and tentative plans for the Landmark to develop and
implement a vegetable garden as an outreach programme for her science
class the following school year. The second factor is the opportunity to
provide graduate students with practical field experience that satisfies
course requirements through a service-learning component.

1.2. Justification and Relevance

All  programming developed and implemented by Lubbock Lake
Landmark education staff hinges on personnel availability. The staff in the
education division of the Lubbock Lake Landmark includes the education
program manager, education intern, and graduate student assistants whose
work schedules are dictated by class schedules and course work. Because
the education staff is small, a long term project partnership, though
feasible, is not always a reality because of the time needed to nurture the
partnership, conduct research, or develop and implement the programme;
other avenues and resources must be investigated.

The local 7" grade science class is in a low-income, at-risk
neighbourhood, 90% of the students are on the free lunch programme and
50% of the students are considered at-risk. As defined in Texas Education
Code Section 29.081, each student in grades 7—12 who is under 21 years of
age is in an at-risk situation if the student meets one or more of thirteen
criteria such as; has mathematical or reading skills that are two or more
years below grade level or did not perform satisfactorily on a readiness test
or assessment. Margarita Donnelly (1987) writes, in her Information Analyses
on At-Risk Students,

“Successful programs that are helping at-risk students emphasize flexibility tailoring
curriculum to learning needs of the individual students. Effective programs are

often innovative and offer alternatives to structured traditional formal learning” (p. 1).

2 “Three Sisters Garden”, Native American traditional garden of corn, beans, and
squash is an example of companion gardening.
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Educational programming developed by the Lubbock Lake Landmark
provides alternative curriculum to structured traditional learning (fig. 1).

Fig. 1 - Learning the science of plants in the classroom.

The role of Heritage Education graduate students as project facilitators
enables the Landmark to provide a much needed outreach experience to
the middle school. And provide the graduate students with practical
educational experiences and professional development.

2. Carrying out the programme

The graduate students, and Heritage Education instructor Susan Rowe, met
Jan Unrein in her classroom at the middle school to begin planning the
project. The students spent time in the garden space to determine its current
condition, supplies needed, and to set a weekly work schedule. Mrs. Unrein
provided a list of learning skills to be obtained and goals to be reached by
her students for the school year. All students in the public school system in
the state of Texas are required to reach specific Texas Essential Knowledge
and Skills (TEKS)® or core curriculum standards benchmarks at different
grade levels, formal classroom instructional materials are written based on
these standards. The graduate students were responsible for developing
curriculum materials and activities that reinforce these standards.

3 Texas Hssential Knowledge and Skills (TEKS) are the state standards for what
students should know and be able to do.
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The graduate students took the information gleaned from the initial

meeting and developed an education plan for the project. Modelled after a
museum strategic plan, an education plan is a viable tool that provides for
programme development. Components of the education plan include:
1) learning skills and benchmarks provided by Mrs. Unrein, 2) goals, 3)
objectives, 4) lesson plan development, 5) supplies and materials, 0)
assessment and evaluation markers, 7) a conclusion. The 7" grade science
class and their graduate student facilitators met at the middle school the
following week, then once a week for the remainder of the semester.

The Garden Project activities incorporated scientific investigation and
reasoning skills and knowledge of organisms and environments into
hands-on lessons that gave the middle school students opportunity to
work together to reach a common goal as they prepared the garden space,
grew their own vegetables, and gained an understanding of how to make
healthy food choices. Short-season vegetables were chosen so that the
middle school students were able to experience gardening for a complete
growing season. Both the graduate and middle school students were given
opportunity to plant, harvest, prepare, and enjoy healthy foods.

3. Evaluation

In this case, two groups of students were evaluated, the middle school
science students and the Heritage Education graduate students. The
middle school students were assessed informally by the facilitators during
each class period so that daily adjustments could be made. The students
were evaluated formally by Mrs. Unrein using pre-test questions and state
mandated benchmark tests.

Service learning is different from other types of community engagement
in focus as it creates a “win-win” situation that provides for both groups of
students mutually with a beneficial relationship that can meet both their
needs and through context for graduate students outside university walls and
in the community. This process happens almost exclusively on an
extracurricular basis or as a professional development opportunity.

The evaluation component of this service learning project focused on the
following outcomes: 1) understanding and handling the complexity of “real
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world” problems and situations, 2) academic and applied learning, 3)
interpersonal communication skills, 4) leadership skills, 5) social
responsibility, 6) ethical reasoning, and 7) professional/civic roles - teaches
students how they can be of service in their professional lives. The graduate
students as facilitators were required to document their experiences in a
weekly journal noting successes, failures, and how they experimented with
different learning styles; created a portfolio and presented a project
presentation for their final grade in the course (Diagram 1).
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4. Remedial process

There are two overarching questions that guide prospective K-12
education outreach projects at Lubbock Lake National Historic Landmark,
1) Does the project support the Landmark’s mission to preserve natural
and cultural heritage and to disseminate knowledge across a spectrum of
learners?, 2) Does the developed curriculum reinforces Texas core
education standards for social studies and the sciences in the formal
classroom? To determine if Seeds of Knowledge did answer these questions,
the project was evaluated by Susan Rowe as education program manager
of the Landmark. Through this evaluation it was decided that as an
outreach tool the project did provide learning across a spectrum of
learners. It enabled the Landmark to reach visitors that are not able to
physically visit the site because of transportation or other constraints. And
the project provided unique learning experiences for emerging heritage
management and museum professionals through the Heritage Education
class. Did the developed curriculum reinforce TEKS? Recognizing the
important role informal institutions play in supporting students’ learning
outside of the formal school setting, the Lubbock Lake Landmark has
taken unique steps to provide a variety of science, social studies, and
environmental literacy- rich resources within local community which offer
families and schools extended learning opportunities.

5. Conclusion

The Seeds of Knowledge, Education, and Empowerment through a Schoo! Garden has
proved to be a successful learning opportunity for the Heritage Education
graduate students. Through this project the students gained an
understanding of “real world” everyday problems middle school students
face on a regular basis, learned effective skills to develop their role as
informal educators, it enabled them to participate and promote change in
the lives of children, provided them with a knowledge of professional
responsibility, and the role a heritage site has in the local community.
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Adolescents







Le Studio 13/16, espace dédié aux
adolescents de 13 a 16 ans au Centre Pompidou

Martin Bourguignat*

Projet porté au Best Practice Award par Catherine Guillou

Résumié

En 1977, le Centre Pompidou innovait en ouvrant un espace phare dédié
aux enfants afin de les sensibiliser a l'art a travers des expositions, des
ateliers, des rencontres avec les artistes... Aujourd’hui, les ateliers des
enfants du Centre Pompidou ont inspiré nombre d’institutions culturelles
au niveau international. La clé de leur succes : la rencontre directe avec la
création contemporaine sous toutes ses formes, lexpérimentation
permanente, la stimulation des sens et de Pesprit et la place faite au jeu
pour renforcer la relation de 'enfant a I'art.

Fort de cet acquis et d’'une expertise mondialement reconnue dans le
domaine de la relation au public jeune, le Centre Pompidou confirme sa
vocation d’étre a la pointe de l'innovation culturelle et pédagogique en
devenant le premier grand musée a créer un espace spécifique pour les
adolescents. Ce lieu unique a ouvert ses portes en septembre 2010 et
propose aux adolescents de 13 a 16 ans une programmation originale, sans
cesse renouvelée et proche de leurs centres d’intérét.

Il s’agit d’associer activement les adolescents au processus de création
dans des domaines qui les touchent plus particuliérement, faisant de la

* Martin Bourguignat and Catherine Guillou, Centre Pompidou, 75191 Paris Cedex 04
(France), catherine.guillou@centrepompidou.fr, mattin.bourguignat@centrepompidou. ft.
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rencontre avec les créateurs d’aujourd’hui le point d’orgue de cette
expérience artistique.

Le Studio 13/16 est un espace pensé et aménagé spécifiquement au
cceur de I'institution pour les adolescents, une plateforme d’échanges et de
création artistique. Il crée des passerelles avec les autres espaces et
manifestations du Centre Pompidou. Le Studio 13/16 est aussi un lieu de
vie, ou l'on peut simplement s’asseoir, regarder une vidéo, écouter de la
musique et rencontrer les autres.

Ainsi, trois principes structurent organisation du Studio 13/16 :

1. la rencontre avec des artistes, la pratique et I’échange avec les

créateurs

2. une programmation pluridisciplinaire mélant arts plastiques,
musique, danse, vidéo, street-art, création numérique, graphisme,
mode, etc.

3. la diffusion des réalisations des ados sur supports physiques
(fanzines, flyers, affiches...) ou virtuels (site internet, web-radio...),
encourageant le dialogue et les échanges a travers des canaux de
communication privilégiés par la jeunesse.

I’adolescence est 'age de la construction de soi ou se cristallise la
relation a linstitution et a la culture, ou se définissent et s’affirment les
gotts et les pratiques culturelles qui seront celles de I"age adulte. Dans ce
cheminement, la rencontre avec I’art, avec les artistes, peut étre un élément
tres structurant. Le Studio 13/16 est souvent le lieu privilégié d’un tout
premier contact avec le monde muséal, la création contemporaine et les
artistes qui participent a faire vivre I'art d’aujourd’hui. Accompagnés dans
cette premicre approche par des professionnels de la médiation culturelle,
les adolescents sont en position d’affirmer leurs gotts, leurs sensibilités et
leur rapport a lart.

Faire de la rencontre avec la création contemporaine sous toutes ses
formes une expérience majeure de la vie au moment charnié¢re ou la
personnalité se structure : telle est 'ambition du Studio 13/16 du Centre
Pompidou.

Mots clés: adolescent, art contemporain, artistes, création contemporaine,
pluridisciplinarité.
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1. Conception et planification du programme

Au regard des études menées sur les visiteurs adolescents au début des
années 2000, il apparait que ce public est peu présent au musée hors
contexte scolaire. §’il existe une offre bien réelle pour les groupes scolaires
d’adolescents, moins dun tiers des musées d’art proposent une
programmation ou des espaces dédiés aux adolescents venus en visiteurs
individuels. Distants de fait d’institutions culturelles qui peinent a proposer
une offre attractive adaptée a cette tranche d’age, les adolescents
percoivent plutdét négativement les musées et leurs actions (Lemerise,
1999 ; Timbard, 2007). Alors que les enfants et les adultes sont au cceur
des préoccupations des musées, tant sur le plan des moyens mis en ceuvre
en termes de médiation que sur celui de loffre culturelle, plusieurs
enquétes ont montré que les adolescents ne bénéficiaient pas de la méme
attention de la part des professionnels de musées (Serain, 2005). Des ses
origines, le Centre Pompidou a souhaité considérer le jeune public en égal
avec les autres typologies de visiteurs, notamment a travers les actions de
I’Atelier des Enfants. L’actuel Service de laction éducative et de la
programmation des publics jeunes, en prenant appui sur ces expériences
précédentes et le constat de ces différentes études, a décidé d’élargir sa
démarche en créant un espace enticrement dédié aux adolescents.

L’ambition du Studio 13/16 est de proposer une confrontation directe
avec des artistes connus ou émergents, par le biais d’une expérimentation
du processus de création, des espaces d’échange réels et virtuels, de
nouveaux outils et méthodes d’appropriation.

Méme si Pespace est prioritairement réservé aux 13-16 ans, d’autres
publics y sont accueillis afin de favoriser les échanges, les points de vue
autour de la création d’aujourd’hui : les jeunes adultes qui manifestent une
curiosité pour la programmation du Studio 13/16, les parents — souvent
prescripteurs de la visite au Studio 13/16 - et plus largement les membres
de la famille. II est intéressant de noter que le public reflete une mixité
géographique et sociale qui participe a faire du Studio 13/16 le lieu d’une
expérience de rencontre et d’ouverture a 'autre.

La mise en ceuvre de la programmation du Studio 13/16, son animation
et son développement s’appuient sur une équipe dédiée, conceptrice de la
programmation du Studio 13/16, de sa mise en ceuvre et de sa mise en
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relation avec les adolescents. Précisons que les programmes du Studio
13/16 sont entierement financés patr des ressources issues du mécénat :
tout nouveau projet est ainsi soumis a lattribution de ces ressources
externes.

Dans le cadre de sa programmation, le Studio 13/16 crée des
partenariats réguliers avec des associations, entreprises, collectivités,
marques, qui partagent le méme intérét pour ce public et/ou qui peuvent
apporter de manié¢re ponctuelle un soutien ou une expertise que son
domaine d’activité rend pertinents. Des collaborations régulieres avec
d’autres services et entités internes a 'établissement (Bibliothéque publique
d’information, Institut de Recherche et Cootrdination
Acoustique/Musique, Département du  développement  culturel)
permettent de créer des passerelles avec la programmation du Centre
Pompidou et ses espaces.

Ces collaborations revétent des formes variées telles que la
programmation d’un cycle de cinéma lié a I'actualité des projets du Studio
13/16 (exemple: Ciné 13/16 spécial « Planete Manga »), des ateliers
menées en partenariat avec I'Ircam (« Collective Sound Checks » autour
des nouveaux usages du smariphone), ou encore des visites du Nouveau
Festival du Centre Pompidou scénarisées spécifiquement pour les
adolescents.

Rappelons que cette ouverture vers les collections, les manifestations
culturelles, et de manicre plus large vers I'ensemble des ressources du
Centre Pompidou, est I'un des principes fondateurs du Studio 13/16.

Cet espace est envisagé comme une plateforme de rencontres avec la
création moderne et contemporaine, un lieu de pratiques et d’échanges
avec les créateurs, un espace pluridisciplinaire ou se reflétent les tendances
actuelles en matiere d’art et d’esthétique. La création contemporaine y est
appréhendée sous toutes ses formes : les arts plastiques, la danse, la
musique, le cinéma mais aussi les jeux et clips vidéo, les nouveaux modes
de diffusion numérique, la mode, le design, le livre...

La programmation du Studio 13/16 s’articule autour d’ateliers et
workshops menés en présence d’artistes et collectifs, de performances
participatives, d’ceuvres interactives, de soirées « Studio Party », de
rencontres avec des artistes et personnalités, de temps forts qui créent
I’événement (exemple : TDT, le tremplin des talents du Studio 13/16).
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Les thématiques explorées depuis 'ouverture du Studio 13/16 en 2010
se sont intéressées a l'art urbain (MACADAM), la mode (FASHION
FACTORY), les jeux vidéo et le retrogaming (PLAY IT YOURSELF ), I’art
et la nature (GREEN ATITUDE), la sculpture (UTOPIES: DES
MONDES IMAGINAIRES VUS A LA LOUPE), la bande dessinée
asiatique (PLANETE MANGA), la science fiction (PARLEZ-VOUS
KLINGON ?), la musique (ON AIR), le stree-art (EX SITU) .... (fig. 1).

Fig. 1 - Ateliers de street art dans le cadre de la programmation « Ex situ »
© Centre Pompidou, Photo : H. Véronese

Les adolescents sont accueillis au Studio 13/16 par un médiateur, relais
privilégié de l'institution aupres de 'adolescent. Son role est fondamental,
car Penvie de tenter ou non lexpérience du Studio 13/16 peut naitre
pendant ces quelques secondes d’échange. Le Studio 13/16 est autant un
lieu de vie et de rencontres (avec les artistes, le médiateur) qu’un lieu de
pratique artistique. Les ateliers participatifs, initiés par des artistes, aménent
les adolescents a découvrir des techniques et des univers artistiques
représentatifs de la création contemporaine. La nature participative des
programmes proposés implique le « geste » des adolescents, méme s’il n’est
pas obligatoirement requis.
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Les horaires, les rythmes et les modalités de participation aux activités
sont établies afin de correspondre aux besoins du public : le Studio 13/16
est ouvert gratuitement, hors-temps scolaire, en continu et sans
réservation, toute I'année les mercredis, samedis et dimanches de 14h a
18h et tous les jours pendant les vacances scolaires (sauf les mardis). Le
choix d’ouvrir 'espace sur les temps de loisirs des adolescents constitue un
véritable challenge, celui de compter sur le libre-arbitre des adolescents en
tant qu’individus responsables, encore en formation mais qui aspirent a
'autonomie. Mais il est surtout 'opportunité de mobiliser la capacité de ce
public a s’émanciper du cadre contraint de la traditionnelle visite scolaire
au musée, par laffirmation du choix d’une activité culturelle motivé par
Penvie personnelle.

Le Studio 13/16 a construit une communication spécifique concernant
la signalétique, les titres des projets, le design graphique de ses supports et
documents de médiation. Elle s’appuie sur des réseaux de diffusion, sans
cesse a conquérir, liés aux pratiques et aux modes de vie des adolescents.

Les adolescents eux-mémes sont un précieux relais de communication,
notamment par le biais de structures accueillant des jeunes sur leurs temps
de loisirs : Maisons des Jeunes et de la Culture, centres de loisirs et
d’animation, centres sociaux... Ainsi, un réseau créé en amont de
Pouverture du Studio 13/16, intitulé « Nouveaux Ambassadeurs», a
permis d’impliquer une centaine de jeunes de 13 a 16 ans, adhérents de
M]JC et de centres socioculturels d'lIle de France, dans le projet de Studio
13/16. Pendant deux ans, ces jeunes ont réalisé des actions artistiques
(flashmob, défilé artistique, événements festifs et créatifs) coordonnées par
des artistes en lien avec le Centre Pompidou, en préfiguration de
Pouverture du Studio 13/16, leur offrant ainsi 'occasion de relayer cette
expérience aupres de proches et d’amis.

Si la communication du Studio 13/16 s’appuie sur un langage, des
médias, moyens et canaux adaptés a la cible (newsletter, facebook, street-
marketing, livret-programme, goodies, teaser vidéo), elle s’intéresse
¢galement, dans un langage certes plus institutionnel, aux adultes,
susceptibles d’étre prescripteurs de la visite au Studio 13/16 : Code
Couleur (magazine-programme du Centre Pompidou), Centre Pompidou
Virtuel (site Internet), invitation électronique.
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2. Mise en ceuvre du programme

Confiée aux soins du designer frangais Mathieu Lehanneur, la conception
du Studio 13/16 répond aux besoins d’une programmation en permanente
évolution (fig. 2). Son caractere pluridisciplinaire nécessite un espace
autonome et polyvalent, qui puisse étre a la fois studio de danse, de
musique, de théatre, de radio, etc. et ou différentes formes artistiques sont
amenées a se cotoyer. Avec son espace lounge, les adolescents peuvent lire
des ouvrages d’arts (bandes dessinées, catalogues, livres d’artistes...),
écouter de la musique, discuter entre amis, ou simplement étre les
spectateurs privilégiés de la programmation en cours.

SO S TR
Fig. 2 - Design : Studio Mathieu Lehanneur © Felipe Ribon

La diversité et la nature de la programmation du Studio 13/16, tournée
vers des pratiques émergentes et connectées avec la jeune génération,
nécessite des équipements dédiés: vidéoprojection, diffusion de musique,
éclairage scénographique, installations numériques, relais wifi performant...
Le Studio 13/16 dispose dun équipement permanent (notamment
éclairage scénographique, équipement audio, vidéoprojection) mais des
besoins ponctuels en équipement spécifiques peuvent se justifier selon la
programmation.

Le Studio 13/16 travaille étroitement avec la Direction de la production
pour la mise en ceuvre de la scénographie de chaque projet, la présentation
des ceuvres le cas échéant, et la planification des interventions techniques.

La programmation du studio 13/16 s’articule autour du calendrier
scolaire:
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- des workshops de quinze jours en période de vacances

- des rendez-vous récurrents certains mercredis et/ou week-ends

- des programmations thématiques d’une durée de deux a trois mois

- des soirées “Studio Party” deux a trois fois par an et des temps forts

qui créent 'événement.

Chaque programme nécessite des temps de montage et démontage, y
comprtis au cours d'un méme projet, avec des ateliers différents menés
successivement par plusieurs artistes invités (dans le cadre des expositions
thématiques notamment) sur la période.

Les modalités et la politique d’accueil des adolescents au Studio 13/16
(accueil en continu de 14h a 18h, sans réservation) ne permettent pas
d’anticiper le nombre de participants aux ateliers. Ainsi, des modes de
transmission adaptés ont di étre envisagés pour s’adapter a un mode de
participation discontinu et quantitativement variable: pas de “début” et de
“fin” dans le processus d’atelier, une activit¢é compréhensible a tout
moment, et dans laquelle 'adolescent puisse s’intégrer a chaque instant

(fig. 3).

Fig. 3 - « Sous les projecteurs » : atelier avec Laurent Pernot
dans le cadre de la programmation « Extra | »
© Centre Pompidou, Photo : H. Véronese

La collecte de données permettant I'appréciation des résultats obtenus
depuis prés de quatre ans au Studio 13/16 au regard des objectifs du projet
initial repose essentiellement sur Pobservation (par les médiateurs et
I’équipe projet du Studio 13/16) et la tenue d’un tableau conversationne
par les médiateurs du Studio 13/16.
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En 2011, une enquéte de terrain a permis de mettre en évidence la
typologie des visiteurs du Studio 13/16. Menée dans le cadre de
I'évaluation dun dispositif de médiation ultra-innovant intégrant la
technologie NFC (Near Field Communication), cette enquéte révele les
principales caractéristiques du public fréquentant le Studio 13/16.

3. Evaluation et remédiation du programme

Un questionnaire a été administré a 209 visiteurs entre le 8 janvier et le 23
mars 2011 pendant lexposition PLAY IT YOURSELF dédiée aux jeux
vidéo et a la manicre dont les artistes d’aujourd’hui ont investi ce nouveau
champ de création.

Le questionnaire était administré par les médiateurs présents aux Studio
13/16. La participation a cette enquéte s'est faite sur le mode du
volontariat aupres d’adolescents agés entre 12 et 17 ans. Cela explique en
partie que ’échantillon obtenu soit assez faible, étant considéré qu’un total
de 300 répondants constitue un minimum satisfaisant. Cependant, ils
pouvaient choisir entre une version papier ou une version électronique,
administrée sur iPad. Bien que les questions aient été identiques d’une
version a lautre, cette manipulation permettait de controler la variable «
fracture numérique ». Ainsi, les personnes qui ne sont pas confortables
avec le iPad avaient la possibilité de répondre au questionnaire sans étre «
intimidés » par la technologie.

Les principales données révélées par I’échantillon indiquent que le
public du Studio 13/16 est composé de 57,5% de gatcons et de 42.5% de
filles. 82,25% des personnes interrogées sont nées entre 1995 et 1999 (soit
agées de 12 et 16 ans au moment de 'enquéte).

Le mode de visite confirme une premicre intuition qui était que les
adolescents se rendent dans les lieux culturels accompagnés d’amis
(34,5%), de leurs parents (33%) ou en groupe organisé (23,3%). Seuls 8,7%
disent venir seuls au Studio 13/16.

Ensuite, on constate que pour se renseigner sur le Studio 13/16 la
premiere source d’information reste le cercle de connaissances (32,4%),
suivi d’Internet (en particulier Facebook) (23,2%) puis sur place (22,7%).
Les invitations envoyées ont un impact sur 8,2% des visiteurs et 14,5%
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disent avoir une autre source d’information mais aucune donnée ne permet
d’inférer sa nature.

Finalement, on remarque que le public du Studio 13/16 est
principalement composé de primo-visiteurs (86,8% des répondants). Une
enquéte dédiée permettrait de dresser une cartographie détaillée de
lorigine géographique des visiteurs.

A la question « Aimeriez-vous revenir au Studio ? », 87,3% des
adolescents ont répondu oui.
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Nature Nocturne.
Rediscovering the Museum as an Adult

Cynthia Lburg*

Abstract

In 2013 the Canadian Museum of Nature launched Nature Nocturne, a
programme aimed at inviting a young adult audience to reconnect to the
museum. Access to world class exhibitions, community, partner
programming, bars and D]Js created an environment that was both familiar
and welcoming to this audience. These events regularly sell-out and
provide the opportunity for thousands of young adults to add the museum
to their personal list of leisure activities. It also builds awareness of the
museum within this group and supports the success of the museum’s other
offerings that would appeal to adults.

Reywords: natural history museum, adults, after hours, new audiences.

1. The conception and planning of the programme

The typical visitation cycle for a natural history museum in Canada is that
people come as children, with their own children, and again with their

* Cynthia Iburg, Canadian Museum of Nature, 240 McLeod Street, Ottawa,
Ontatio (Canada), ciburg@mus-nature.ca.
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grandchildren. With so many children around, the space becomes
conducive to their experience of the exhibits and programming. Adults
take a back seat as they yield interaction to the children and censor their
behaviour to be appropriate for the younger visitors around them. It is rare
for an adult to visit the museum on their own and for themselves, and
because we don’t often see them visiting it is easy to assume that adults,
especially young adults, are not interested in museums.

In 2010, the Canadian Museum of Nature re-opened after extensive
renovations with grand celebration. During these celebrations, many adults
came out, especially to the extended hours when fewer children were
around. This observation was the spark that began the planning of what
would become Nature Nocturne, a special time each month when the
museum is open and programmed exclusively for adults.

Following the re-opening celebrations work began to explore the
interest level within the adult community. Several pilot programmes were
run, including jazz wine bars in the café, movies in the HD theatre,
seasonal chorale performances, and haunted walks of the building. These
were all done on a small scale with very little promotion, but succeeded in
showing a strong interest in after-hours events for adults at the museum.

A concurrent environmental scan showed a population of nearly 290
000 young adults and new professionals, two groups who are likely to be
unassociated with children and thus unlikely to visit the museum. Together
with the results from the pilot testing, this indicated a large population
who likely felt excluded from visiting the museum.

The objective of Nature Nocturne was to change the existing
perception that the Canadian Museum of Nature was a place for children
and school groups. It was designed as a direct invitation for adults to
rediscover the museum without children and to bring adults to the
museum with an event that challenges the traditional notions of what a
museum can be (fig. 1).

Drawing inspiration from other museum events around the world,
Nature Nocturne was intended to be an original event, the likes of which
the city had never seen before. The programme began on in January 2013
with a commitment to begin with four events, break for several months to
assess the programme and re-launch in the fall with three more events.
These initial events incorporated live DJ music, food, drink, special
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lighting and community programming into an invitation to visit
exhibitions.

Fig. 1 - Young adults rediscovering the museum at a Nature Nocturne.

2. Carrying out the programme

There are several significant reasons why adults may not choose to attend

a museum for themselves:

- presence of children inhibits participation in museum exhibitions;

- museum hours do not align with free time;

- programming tends to be child focused by nature;

- perception of museum being outside of their community;

- museum perceived as a “tourist” activity;

- perception that it doesn’t cater to things adults are interested in,
especially socialization and networking;

- feeling of “been there, done that” since most adults had attended the
museum as a child.

Nature Nocturne challenges these assumptions. It is a hybrid social
event and museum programme that occurs after regular museum hours.
The unique combination of the two elements is what continues to make
the programme successful. The aim of the event is to foster in adults a
brand new appreciation for the museum and its exhibitions, in the hopes
that they will want to visit again outside of the Nature Nocturne.
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In order to accomplish this, a very careful balance needs to be
maintained. On one side of the balance the social party atmosphere is
achieved through consultation with our rentals team, security team and
facilities team, amongst others. On the other side of the balance respect
for exhibitions and collections are maintained by close consultation with
our conservation, and our exhibits teams (fig. 2).

| T

Fig. 2 - Nature Nocturne creates a balan