





No.1/11.

DESIGNS FOR LEARNING / VOLUME 4/ NUMBER 1 7 SEPTEMBER 2011

Editorial: ANNA-LENA KEMPE & STAFFAN SELANDER 6
RAGNHILD SANDBERG JURSTROM: 8
A multimodal model for musical meaning-making —

designs for learning in choir

THORKILD HANGHG@]: Clashing and Emerging Genvres: 22
The interplay of knowledge forms in educational gaming

JULIE BORUP JENSEN: Working with Arts in Nurse Education $4

FREDRIK LINDSTRAND: Interview with Carey Jew:tt 48



Editorial staff

Thorkild Hanghgj, University of Aarhus, Denmark
Birgitte Holm Sgrensen, University of Aarhus, Denmark
Eva Insulander, Stockholm University, Sweden
Anna-Lena Kempe, Stockholm University, Sweden
Susanne Kjallander, Stockholm University, Sweden
Karin Levinsen, University of Aarhus, Denmark
Fredrik Lindstrand, University of Gavle, Sweden
Staffan Selander, Stockholm University, Sweden

Eva Svirdemo Aberg, Stockholm University, Sweden
Tore West, Stockholm University, Sweden

Anna Akerfeldt, Stockholm University, Sweden
Rikke @rngreen, University of Aarhus, Denmark

Legally responsible: Staffan Selander

Adpvisory board

Mikael Alexandersson, Gothenburg University,
Sweden

Anders Bjorkvall, Stockholm University, Sweden

Andrew Burn, University of London, Great Britain

Kirsten Drotner, University of Southern Denmark,
Denmark

Love Ekenberg, Stockholm University, Sweden

Ola Erstad, University of Oslo, Norway

Chaechun Gim, Yeungnam University, South Korea

Sven Erik Hansén, Abo Akademi University, Finland

Torlaug L Hoel, Norwegian University of Technology
and Science, Norway

Ria Heili-Ylikallio, Abo Akademi University, Finland

Glynda Hull, University of California, Berkeley, USA

Carey Jewitt, University of London, Great Britain

Susanne V Knudsen, Vestfold University, Norway

Gunther Kress, University of London, Great Britain

Per Ledin, Orebro University, Sweden

Theo van Leeuwen, University of Technology Sydney,
Australia

Jonas Linderoth, Gothenburg University, Sweden

Svein Lorentzen, University of Trondheim, Norway

Sten Ludvigsen, University of Oslo, Norway

Asa Mikitalo, Gothenburg University, Sweden

Palmyre Pierroux, University of Oslo, Norway

Robert Ramberg, Stockholm University, Sweden

Klas Roth, Stockholm University, Sweden

Svein Sjoberg, University of Oslo, Norway

Roger Siljo, Gothenburg University, Sweden

Elise Seip Tgnnesen, Agder University, Norway

Johan L. Tgnnesson, University of Oslo Norway

Barbara Wasson, University of Bergen, Norway

Christoph Wulf, Freie Universitit, Berlin, Germany

Bente Aamotsbakken, Vestfold University, Norway

ISSN 1654-7608

© The authors, 2011

© Designs for Learning, 2011
DidaktikDesign, Stockholm University.

Graphic Design:
AMGD/Anders Malmstromer Grafisk Design

Layout:
Anna Akerfeldt

4

DESIGNS FOR LEARNING/VOLUME 4/NUMBER 1/SEPTEMBER 2011



25 - 27 APRIL 2012
COPENHAGEN
Department of educa-
tion, Aarhus University.
DENMARK

The "designs-for-learning”
activities are organized by
DidaktikDesign, Stock-
holm University/Sweden
and DPU, Aarhus Uni-
versity in Copenhagen,
Denmark.

This year’s conference is
hosted by the Danish re-
search programme ICT in
a Learning Perspective.

Conference hosts:
Rikke @rngreen

Karin Levinsen
Thorkild Hanghej
Birgitte Holm Serensen

Conference website:
www.dpu.dk/dfl2012

Aarhus University

First call for papers

The Third Designs for Learning Conference will explore
learning environments. The conference will be organized
around empirical research methods and theoretical
development in relation to designs for - and in - learning, for
example: digital and mobile learning, formal and non-formal
learning settings, user generated designs and design based
research.

You can contribute to this conference by submitting

and presenting extended abstracts (two pages) in one

of three categories: 1) completed research projects;

2) research and development projects in progress; 3) PhD
projects.

The abstracts will undergo an editorial review and will be
published in an electronic proceeding, incl. ISBN. Authors of
selected abstracts of high quality and relevance will after the
conference be invited to submit full papers for the

Research Journal, Designs for Learning, ISSN 1645-7608
www.designsforlearning.nu.

Deadline for submission of abstracts is December
15th 2011. Abstracts must follow the guide-

lines and templates provided on the conference home-
page. Submit your abstracts to: dfli2012@dpu.dk

For information on: guidelines, online registration,

registration fee, accommodation and other practical issues,
visit the conference website: www.dpu.dk/dfl2012

from mid-September 2011 onwards, as the website conti-
nously will be updated with program activities, presentation of
key notes, masterclass etc.

We are looking forward to seeing you in Copenhagen.

3rd INTERNATIONAL CONFERENCE 2012 exploring learning environments

DESIGNS FOR L EARNING

THE DANISH
SCHOOL OF EDUCATION

Department of Education
Tuborgvej 164, DK-2400 Copenhagen NV, Denmark

/v

www.dpu.dk AARHUS UNIVERSITY
Stockholm University & W,

Department of Education, DidaktikDesign 5‘"@' 2, o;\

SE-100 26 Stockholm, Sweden “;/ 5

www.edu.su.se www.didaktikdesign.nu

Stockholm
University

5

DESIGNS FOR LEARNING/VOLUME 4/NUMBER 1/SEPTEMBER 2011



Editoral

By ANNA-LENA KEMPE & STAFFAN SELANDER, Stockholm University,
Sweden

A system of knowledge representation, especially when used in educational
settings, both configures the understanding of the phenomenon being
represented and designs the communicative setting, in terms of patterns of
interaction and assessment practices. The “fixedness” of materialised rep-
resentations imposes a particular recognised reading path, and a voice of
authority defines and delimits the characteristics of the phenomena.

In a school context, the learner in the past (but not only then) was often
obliged to copy the representations and, as precise as possible, show the
teacher that he or she had followed the instructions. The teachers, on the
other hand, had to perform the role of a gatekeeper in order to protect
norms conveyed in the textbooks and assess students’ achievements accord-
ing to those norms. What the learner was supposed to do with this fixed
knowledge in new settings outside the school, the university or the church
was seldom addressed. Learners were left alone then with the process of
transformation and re-interpretation of the ‘given’.

In the past decades, the strong expansion of digital media has opened up
many new arenas for communication and meaning-making in society. Many
competing forms of representations in different communicative modes and
media challenge the voice of fixed authorities and fixed meanings. Learn-
ing as an institutionalised activity has to a fairly large extent changed from
copying and remembering knowledge, conveyed in forms of written words,
into transforming and designing multi-modal representations. Students also
interact with peers on the Internet and with (educational/serious) games
designed to promote learning. These processes are analysed in very interest-
ing ways by Julia B Jensen in her article Working with arts in nurse education
and by Thorkhild Hanghgj in Clashing and emerging genres: The interplay of
knowledge forms in educational gaming. The authors show that the changing
of forms of representations in educational settings has epistemological as
well as ontological consequences for the learners. In the article A multimodal
model for musical meaning-making — designs for learning in choir, Ragnhild Sand-
berg Jurstrom focuses choir conductors’ use of different resources in their
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musical meaning-making and performance in relation to the conditions for
learning that were designed.

Recent technological developments have made it possible to record hu-
man actions and interactions and to capture both sound and moving image.
It is now possible to analyse (in detail) time-based modes, like gestures or
gaze for example, in a way that was not possible before the video recorder
became an affordable device employed in research. When there are multiple
forms of representations at disposal, the focus on instrumental aspects of
teaching and learning — at least partly — decline and new perspectives and
questions emerge. For example: How does the staging and design of vari-
ous settings for learning shape what can be taught and learnt? What about
the agency of the sign-maker? What is understood as a sign of learning, and
according to which norms and with what standards should the teacher assess
student’s learning?

In this issue, Fredrik Lindstrand, interviews Carey Jewitt, professor in
Learning and Technology at London Knowledge Lab, Institute of Education.
She offers us a broad overview and a deeper understanding of the develop-
ment of the field of social semiotics and of the different philosophical as well
as methodological takes on the analysis of multimodal sign-making. The field
reaches from micro level studies of day-to-day interactional practices and
individual’s sign making to analysis based on an institutional level in various
social settings. However, Carey Jewitt also stresses the importance of mov-
ing on from a very detailed description of many different modes —one at a
time — to a more coherent understanding of multimodal ensembles and how
people make use of them in different social practices.

This finally brings back the discussion of how representations are pro-
duced and what we claim are to be seen as knowledge. Verbal language, or
any other mode for representation, cannot map the world perfectly. Every
representation shadows other possible understandings. Social research is not
so much about producing everlasting generalised claims about ‘reality,” but
to design new and creative representations based on clear and systematic
methodologies, and transparent argumentations possible to critique by the
readers.

Anna-Lena Kempe & Staffan Selander
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A multimodal model for musical meaning-
making — designs for learning in choir

By RAGNHILD SANDBERG JURSTROM, Karistad University

This article presents musical communication from a multimodal, social semiotic and
design-oriented perspective. Based on the notion that communication and learning con-
stitute a social process of transformative sign-making, the article explores how choir
conductors during video-recorded rehearsals and concerts use different modes of com-
mumnication, such as gestures, gazes, body movements, singing, printed score and piano
playing, as representations of the music they are working with, and how these modes
are transformed into singing voices through translation, reshaping and imitation. The
way conductors design their approaches to the music affords various choices and condi-
tions for choir singers to learn and perform the music. The article draws attention to
the complexity and multiplicity of an audiovisual music culture, characterised by differ-
ent repertoires of action in performing and illustrating the music and by choir-specific,
genre-specific and locally specific musical language constructions, in which learning is
equaled with interpretation and performance.

INTRODUCTION

This article presents a method to describe musical communication from a
multimodal, social semiotic and design-oriented perspective with the aim
of drawing attention to the multimodal model for musical meaning-making
constructed in my doctoral thesis about musical communication in choirs
(Sandberg Jurstrom, 2009). The great challenge posed to that study was to
find relevant methods for studying musical communication that is non-ver-
bal and takes place by way of bodily actions and sounding music. The main
aim of the study was to identify and describe how choir conductors in their
interaction with choir singers during rehearsals and concerts express and
convey the music they are working with. A second aim was to investigate
how musical performances as well as opportunities for musical learning are
created in different choirs. My thesis therefore addressed the questions (a)
how choir conductors use verbal, bodily and technical resources, (b) what
functions these resources serve, and (c) how the resources are organized
and interact. In other words, the study focused on choir conductors’ use of
different resources in their musical meaning-making in relation to the con-
ditions for learning that were designed.

For my analysis of the communicative aspects of musical meaning-making
and the learning process, the multimodal and social semiotic theory, with
its focus on semiotic resources, sign-making, transformation of signs, and
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the making of representations (Kress & van Leeuwen, 2001), provided a rel-
evant theoretical framework and useful tools of investigation. In order to de-
scribe different conditions for musical meaning-making and learning, I also
used the design-oriented perspective (Selander & Rostvall, 2008). Together,
these perspectives provide new ways of studying how musical communica-
tion and meaning making among musicians can be analysed, identified and
described. So, in the present article I will above all highlight the process of
sign-making, transformation and representation: (a) how semiotic resources
are used and transformed, (b) how resources can be seen as representations
of musical ideas, (c) how resources are organized and interplayed in order
to give an understanding of how conductors express the music and want
the music to be performed by singers, and (d) how different designs create
different conditions for learning. I will also illustrate these processes in a
multimodal model for musical meaning-making. Finally, I will discuss some
conclusions I have drawn from the result.

FROM SIGN TO DESIGN

In the multimodal and social semiotic theory, communication and learn-
ing are seen as social processes of transformative sign-making (Kress, Jewitt,
Ogborn & Tsatsarelis, 2001; Kress & van Leeuwen, 2001; Kress, 2010). In this
perspective, meanings are created and constructed by means of socially and
historically determined meaning-making semiotic modes, such as speech,
gestures, gazes, various bodily actions, images, or technical devices. The
point is that human beings always use several different modes, all of which
exist simultaneously, in their communication with the surrounding environ-
ment. Semiotic modes are thus in constant and transformational interplay
with each other, offering individuals the opportunity to rhetorically organise
different ways of representing the world and, accordingly, create meaning in
various ways. Furthermore, meaning-making is seen as a motivated activity
that is dependent on individuals’ interests and how they want to form their
own expressions in a given context. This view of communication is particu-
larly apparent in the musical communication during choir rehearsals and
concerts. I have observed that the communication is complex and full of
nuances considering both how choir conductors choose and use semiotic
modes such as gestures and gazes, how the modes shape the various ways
of illustrating interpretations of the music, and how these modes are trans-
formed by the choir singers into similar or other modes.

In a social semiotic practice, meaning-making can also be described and
explained with the help of the concepts discourse and design. Discourse is
here defined as “a construction of some aspect of reality from a particular
point of view, a particular angle, in terms of particular interests” (The New
London Group, 2000, p. 25). An example of a discourse is when choir con-
ductors express various musical intentions and ideas by using pantomimes
in order to instruct the music in a dramatized and silent form. Accordingly,
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design is then the form used for the contextualisation and realisation of
different discourses, and how these are made to function in a given com-
municative interaction (Kress & van Leeuwen, 2001). The mentioned pan-
tomimic discourse implies a design that focuses on practical illustrations of
how music can be performed. Design is also seen as a way to create different
communicative conditions for learning in the environment and in the situ-
ation that different participants act in. The social framing for a design then
influences what modalities are available, who has the right of interpretation,
and what actions or attitudes are considered legitimate (Selander & Rostvall,
2008). Applied to a study of musical communication in choirs, these theo-
retical perspectives made it possible for me to see that the way conductors
design their work with the music is realised and shaped by and through how
they use different modes, how the modes are transformed, and how conduc-
tors represent their own expressions and interpretations of music in differ-
ent discourses. It was also possible to observe how the designs afford choir
singers variation of ways to learn the music.

A VIDEO-BASED INVESTIGATION

I considered it necessary to use video recording as a collection method in
order to investigate how bodily, visual, auditory and linguistic resources were
used in the communication that took place between choir conductor and
choir singers. A video recording facilitates making the kind of detailed tran-
scription of the communication necessary to analyse how semiotic resources
work together to make meaning (Jewitt, 2006). A video recording also allows
for repeated viewing and at a slow pace in order to visualize the complex-
ity of the practices studied (Goldman & McDermott, 2007; Lemke, 2007).
With the help of the video recordings I could study how, for example, gazes
and gestures were used as a means to illustrate how the music should be
sung, how the modes communicate various expressions, feelings and ideas,
and how they integrate with other semiotic modes. Not least, it was possible
to study how music content can be formed, expressed and illustrated. As
regards the multimodal and social semiotic perspective, it is important to
note that the researcher can only study and analyse the actors’ “attention/
awareness levels” (Norris, 2004, p. 5), and how individuals with the help of
semiotic modes express interpretations, ideas, thoughts and feelings. The
focus is thus on how interpretations and performances of the music are ex-
pressed, verbally and through other semiotic modes.

The data consisted of a total of approximately five hours of video-record-
ed rehearsals and concerts with six Swedish professional choir conductors
and their choirs. The repertoire during the study involved classical music as
well as gospel music and jazz. In the detailed transcriptions, the use of dif-
ferent semiotic resources such as speech, singing, printed score, piano play-
ing, gestures, gazes, body movements and bodily positions were notated and
described. The data analysis was conducted on the basis of Halliday’s (2004)

10

DESIGNS FOR LEARNING/VOLUME 4/NUMBER 1/SEPTEMBER 2011



and Kress and van Leeuwen’s (1996) metafunctions of language, body move-
ments and other semiotic resources, and also on the basis of the concepts
discourse and design. Through the ideational metafunction and the con-
cept discourse, the data analysis could shed light on how different semiotic
resources in interplay were used as representations of how the choir conduc-
tors expressed and illustrated the music. The interpersonal metafunction of
the semiotic modes illustrated how the choir conductors interacted with the
singers. With the textual metafunction as an analytic tool it was possible to
display how the conductors shaped different entities of designs, which cre-
ated various conditions for how the music could be learned and performed.
This analytical work was an attempt to describe and contribute to an under-
standing of a musical practice where actions based on bodily movements
and non-verbal actions are extensively used.

SHAPING MUSICAL PERFORMANCES

The variations in how the modes are used and organized by choir conduc-
tors when they interpret, express and mediate a piece of music, were termed
the conductors” repertoires of action in my study. These categories can also be
regarded as different forms of discourses, that is to say, meaningful actions
with certain attitudes to how the music can be represented and performed.
The repertoires of action express the conductors’ ways of interpreting and
mediating music. Each contains a set of different interacting modes such as
speech, gazes, gestures and other bodily expressions. All the repertoires of
action function as representations of the conductors’ musical ideas, their
intentions and feelings, or as representations of the characteristic style of
the music in question. At the same time, the repertoires of action are also
expressions of how the conductors want the choir singers to perform the
music in their own voices. Together, the repertoires of action create varia-
tions in the modes of procedure for how a musical performance can be car-
ried out and learned, especially since the conductors approach the music
in various ways.

Some of the repertoires of action function as demonstrations, illustrating
the music indirectly in the form of dramatisation and performance using
resources other than those intended for the singers. One type of demonstra-
tion is the (a) pantomimic repertoire of action, based on a dramatised, figurative
and soundless representation of the music and its expressions (see Figures
1-12). This repertoire of action puts emphasis on tacit dramatisations and
indirect performances of musical interpretations using gestures, gazes and
other bodily expressions, which then must be transformed into song by the
singers.
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Figures 1-4. Pantomimic representation of nuances.

In Figures 1-4 the conductor shows differences of nuances in the music. He
illustrates nuances through the spatial positioning of the left hand, from
high to low. A high position of the hand signifies a loud nuance, while a low
position of the hand signifies a low nuance. He also illustrates low nuances
with his bowed body and legs.

2 ﬁx'\-\
-
\//

Figures 5-9. Pantomimic demonstration of energy and force.

In Figures 5-9 the conductors demonstrate energy and force in the music,
illustrated through tensed body, different facial expressions, clenched hand
gesture, and taut arm muscles.
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Figures 10-13. Pantomimic demonstration of legato, vibrato and a melodic phrase.

In Figure 10 the conductor pretends to play the violin in order to show
the singers how to sing the musical tones legato, that is smoothly and ‘tied
together’, and with a special sound similar to a violin. She uses her arms in
order to imitate a violin player, while illustrating how to sing the song with
her mouth. In Figure 11 the conductor illustrates with her waving fingers
that she wants the singers to sing with vibrato, that is to say with a regular
pulsating change of pitch. In Figures 12-13 the conductor illustrates a me-
lodic phrase with scrolling gestures done with her arms and hands, and with
her moving body.

The other type of demonstration is the (b) performative repertoire of action,
made up of illustrations of different musical passages in sounding form, usu-
ally piano playing (see Figure 16). Even here, the idea is that musical inter-
pretations can be created in an indirect form with the help of a semiotic
resource other than that intended for performing the music in question.

Figures 14-16. The pantomimic and performative repertoire of action.
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In Figures 14-16 the conductor changes from the pantomimic repertoire of
action to the performing repertoire by playing the voices parts on the piano
instead of illustrating the music with his gestures.

The conductors also illustrate the music directly using the same resources
as the choir singers. This form of demonstration include the (c) prototypical
repertoire of action, which gives the singers both a visual and auditory per-
formance picture of how the conductor interprets and expresses the piece
of music with his/her own voice and bodily movements, and with several
interacting semiotic modes (see Figures 17-18). In this repertoire of action
the conductors use themselves as prototypes and tools to show the singers
different possible ways to sing and act in. With their own voices and bodies,
they present a direct picture of what they want the singers to do with their
voices and bodies in the performance of the music.

Figures 17-18. The prototypical repertoire of action.

In the figures above, the conductor’s body movements function as a proto-
type for the singers. The conductor shows with her own voice, face, mouth,
arms and hands how to sing the music, how to pronounce the words, and
how to place the sound in the vocal cords.

The conductors also indicate and suggest how the music can be interpret-
ed and performed through expressive evocation by using the (d) associative rep-
ertoire of action. Here the character of the music is connected to expressions
that are associated with something emotional and experiential beyond the
actual music (see Figures 19-20). The conductors create musical meaning by
associating and appealing to other existing non-musical tools and emotions
in order to get the singers to sing with a specific feeling and expression.
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Figures 19-20. The associative repertoire of action.

In Figure 19 the conductor evokes an image of an elastic band when she
talks about the music in terms of going both back and forth. She talks about
the interpretation of the music at the same time as she, with her body, illus-
trates how to stretch the elastic band. In Figure 20 the conductor evokes as-
sociations with a personal feeling when he shows the singers how to sing the
music. He puts his hand on his chest, pats it with his hand and talks about
the music as a feeling and a thought in the chest.

In contrast to the demonstrative and evocative approaches, there are ac-
tions in which conductors create musical meaning by means of explanation.
In the conceptual repertoire of action, they give descriptions of the structure
of the music in terms of musical concepts. Here the conductors talk about
music in a factual and analytical way and with the use of conventional musi-
cal terminology. The evaluative repertoire of action is based on evaluations of
the sound qualities of the choir singers’ song. Here the conductors express
different evaluations of what has been sung, both with verbal and bodily
explanations. They create musical meaning by praising and affirming the
singers, and also by comparing and correcting the singers’ use of different
semiotic resources.

The above-mentioned repertoires of action demonstrate the complex-
ity of how the conductors use semiotic resources, how these resources co-
operate, reinforcing and complementing one another. These repertoires of
action never exist alone; they are constantly linked, they overlap, and the
conductors sometimes use them together in different layers.

CREATING DESIGNS FOR MUSICAL LEARNING AND PERFORMANCES

My study demonstrates how the choir conductors create music meaning by
using the repertoires of action in different ways. The wide variety of the con-
ductors’ repertoires of action is significant because it indicates the vast array
of possibilities through which singers can learn and perform the mediated

15

DESIGNS FOR LEARNING/VOLUME 4/NUMBER 1/SEPTEMBER 2011



music in rehearsals and concerts. The context indicates the frames and the
conditions that apply as well as what should be encouraged and chosen in
order to communicate the music. The context also indicates the attitude
to take in regard to musical learning and performance. The ways in which
the conductors in their interaction with the singers shape the available re-
sources and conditions for learning and performing the music are described
in three designs: (a) design for figurative demonstration, including the pan-
tomimic, performative and prototypical repertoire of action, (b) design for
expressive evocation, including the associative repertoire of action and (c)
design for elucidative explanation, including the conceptual and evaluative
repertoire of action.

In the design for figurative demonstration, the function is to create an envi-
ronment where the practical representations of musical expressions are cen-
tral. In the case of explicit and detailed instruction on how the conductors
want the music to be expressed, they illustrate this with their own singing
voices and bodies how the singers should perform the music, and how they
should transform the conductor’s sign-making into vocal and bodily repro-
ductions. The singers then have to imitate the conductor’s interpretations.
This method leaves the singers little opportunity to make their own interpre-
tations or versions of the music. On the other hand, when the conductors
illustrate music by means of gestures, gazes, piano playing, and other bodily
movements, the singers must transform more implicitly expressed versions
of sound or gestures into vocal and bodily reinterpretations. This enables
the choir singers to reshape the semiotic modes and make their own interpre-
tations and expressions to a certain extent. In this design the act of imitating
and reshaping the choir conductors’ figurative demonsirations is central.

With the design for expressive evocation, an environment is created where
emotional and experiential associations function as representations of the
music. In this design the conductor’s sign-making produces musical repre-
sentations that require the singers to reshape the conductor’s implicit verbal
and bodily associations into singing voices. Accordingly, the singers have
great opportunity to include their own experiences and commitment in the
reinterpretations of the conductors’ evocative use of semiotic resources.
Thus, this design enables the choir singers to reshape the conductor’s expres-
sive evocations and make their own interpretations of the music.

The function of the design for elucidative explanation is to produce an envi-
ronment where the conductor’s sign-making, based on conceptual informa-
tion and evaluative aspects of how the music can be performed, is dominant.
The conductor’s explicit use of semiotic modes, above all in the form of
detailed verbal explanations and evaluations of how to interpret and sing
the music, has to be translated by the singers into their voices and body move-
ments. Even if the singers sometimes are invited to take part in conversa-
tions where they have opportunity to exert an influence, the conductor usu-
ally has the final say in regard to musical expression. In this design the choir
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singers’ translation of the choir conductors’ elucidative explanation of musical
terminology, musical signs and evaluations is dominant.

The three designs described above show how the conductors create dif-
ferent ways to work with and present the music to the choir and different
conditions for how choir singers can learn and perform the music. Thus, the
use of these designs is not clearly and distinctly demarcated. Rather, the con-
ductors use mixtures of different designs during rehearsals. Consequently,
the different ways of learning and performing music are constantly chang-
ing and overlapping.

A MULTIMODAL MODEL FOR MUSICAL MEANING MAKING
The issues of how the semiotic resources are used, organised and trans-
formed by the conductors, and how they function as representations of how
the music can be learned and performed by the singers, form the basis of my
multimodal model for musical meaning making. The aim of this model is to
portray and provide an understanding of the complexity and multiplicity of
the transformative process of musical learning and performance.

The model illustrates how the choir conductors in my observations adopt
the complex usage of different interacting semiotic resources in order to
mediate a musical performance, and how these resources offer choir singers
varied ways to learn and perform the music. In terms of the applied theoreti-
cal perspective (Kress et al., 2001; Kress & van Leeuwen, 2001; Kress 2010),
musical interpretation, performance and learning rely on how conductors
translate and transform different signs in the musical scores for their own
interpretative performance of using several interacting modes, such as ges-
tures, body movements, speech, singing and piano playing. These resources,
created and organised in different repertoires of actions, provide different
designs of explanations, demonstrations and evocations as to how music can
then be translated, reshaped and imitated by choir singers in their own sing-
ing and body movements. Depending on the conductor’s choice of semiotic
modes, choir singers are offered a variety of procedures to choose from in
order to arrive at the desired musical result. In this process, choir singers
can make their own choices regarding how they want to receive and trans-
form the information that choir conductors mediate. From a complex and
multiple palettes of ways to perform the music they can reshape the conduc-
tor’s gazes, gestures, body movements, singing voice, and tones or melodies
played on the piano. They can imitate a specific sound in the conductor’s
prototypic singing or a rhythmic bodily illustration. They can also reshape
different evocations, such as metaphors or bodily and verbal associations
and feelings. Finally, they can translate conceptual explanations, instruc-
tions and evaluations into their own musical expressions. An alternative way
for the singers is to transform and translate the notation on the printed
score directly into their own vocal representations. How they make their
choices depends on the situation, their interests, and what the conductor is
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offering at the moment. The finished production, in the form of the joint
effort of choir conductor and choir singers, is sung to an intended audience,
either to the conductor who repeats the process until everyone is satisfied
with the singing, or to a concert audience that has the opportunity to listen
to the choir’s finished production.

In these situated choir contexts the transformative process, the musical
learning, interpretations and performances of the compositions vary in a
very local way, as a result of cultural framings, musical conventions, and the
interest and experience of conductors and singers.
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Figure 21. The transformative process of musical learning and performance.

The figure shows how conductors, in the cultural context of a choir, trans-
late notes in a music composition or a music performance into different
modes, how they organise these modes into different repertoires of action,
how singers translate, imitate or reshape conductors’ designs of explana-
tion, demonstration and evocation (or translate the music score directly),
how choirs perform the music, how conductors evaluate the music perform-
ance, and finally, how this process is ongoing until the conductor and choir
is satisfied with the interpretation and outcome of the music.
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LEARNING AND PERFORMANCE IN AN AUDIOVISUAL CULTURE
Together, these multiple variations of how music can be communicated and
learned are related to both visual, aural, oral and other bodily resources.
That is, they are related to listening and seeing as well as to speaking and
doing. With the semiotic resources that choir conductors use in their rep-
ertoires of action, and on the basis of a printed score, they can provide a
prototype of singing to be imitated, appeal to feelings, use gestures and bod-
ily movements including gazes and other facial expressions to be reshaped,
and verbally inform the singers about the structure of the music to be trans-
lated. Thus, the representations made by the conductors are always auditory,
visual, verbal and kinaesthetic. In this context, musical notation is only a
small part of the many resources that are used. Whether the singers look at
or listen to the conductor, or directly interpret the musical score, the ways
they learn and perform the music always involve translating, reshaping or
imitating auditory as well as visual resources. According to the theory of so-
cial semiotics (Kress et al., 2001; Kress & van Leeuwen, 2001; Kress, 2010),
the process of meaning-making is invariably multimodal because of the si-
multaneous interaction of several different resources in the making of mu-
sical meaning. Learning by reading musical score or ‘reading’ the conduc-
tor is therefore not opposed to the traditional concept of ‘learning by ear’,
since a choir conductor always makes use of several interactive resources
that are simultaneously combined and integrated. These learning aspects,
often seen as dichotomies, should instead be considered as different aspects
of the same phenomenon in the way that they may presuppose, require and
even cancel each other out. Thus, an audiovisual culture is produced in the
observed choir practices, where interactive auditory and visual resources
combine to make musical meaning. Any existing polarity lies instead in the
choices made by choir singers and how they make use of offered resources.

LEARNING AND PERFORMANCE AS EQUATED PROCESSES
In this multiple audiovisual culture, music meaning-making can be de-
scribed both as a question of musical learning and as a question of mu-
sical performance, especially with regard to the view that communication
and learning are considered social processes of transformative sign-making
(Kress et al., 2001; Kress & van Leeuwen, 2001; Kress 2010), and from the
view that musical interpretation and performance, created by conductors
as well as singers, lend structure and character to the music. The question
is whether, from these perspectives, there is a difference between learning
to sing a piece of music and interpreting and performing a piece of music
when both processes include a change based on action in the form of trans-
lating, reshaping or imitating different modes. From the way a song is sung
after a transformation of this kind, it would be difficult to determine which
is the learning part and which are the interpretative and performative parts
of the process. According to Kress et al. (2001) and Selander (2008), if a
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choir’s performance is an improvement on an earlier performance, then
learning is a process of reshaping and change, and learning has taken place.
Change and improvement in a learning perspective also include change
and improvement in a performance aspect. This is also confirmed by the
conductors’ frequent words of praise. Multimodal processes, where learning
is equated with interpretation and performance, involve an interpretative
and performative process that is on its way to becoming a final product and
where the concepts learning and performance are seen as different aspects
of the same phenomenon.

LEARNING AND PERFORMING THROUGH SITUATED MUSICAL LANGUAGES

On the basis of the multimodal process, it is clear that conductors and sing-
ers use both similar and various norms and conventions for how to speak
and act. Since the conductors in the study work with almost the same com-
ponents in the musical structures, they all make use of a verbal language that
is composed of musical and everyday concepts and terms, a body language
consisting of gazes and gestures, and a musical sounding language in the
form of piano playing and singing. At the same time, the singers in all choirs
translate, reshape and imitate the mediated music in similar ways. Since
all actions are situated, context-bound and influenced by cultural framing
(Kress et al., 2001; Kress & van Leeuwen, 2001; Kress, 2010), the choirs stud-
ied seem to adhere to conventional choir practices. This means that a choir
specific musical language is created that is culturally constructed and cultur-
ally situated for choir singing alone. A genre specific music language is also
created depending on the genre the choir works with (e.g. gospel, jazz or
classical). When translating, reshaping and imitating the mediated music
in these situated learning contexts, singers have to understand the specific
language and resources they are offered in relation to genres and traditions.
Different ideals arise concerning vocal timbre, vocal expression, how to use
one’s body in relation to the music, and how it is possible to talk about music
when working with a specific genre. At the same time, the choirs have local
norms for how semiotic resources can be used, organised and understood,
and translated, reshaped and imitated, depending on the choirs’ interests,
the chosen music and the individual conductor’s approach. In this way, the
choirs use a musical language that is locally constructed by each conductor and
choir collectively.

CONCLUDING REMARKS
An important starting point for further discussion is the different implica-
tions for learning and performing that result from the great variation in a
choir conductor’s way of communicating as well as the variety of options
choir singers can choose from when learning to sing a piece of music. Learn-
ing, interpreting and performing imply designs of different environments
where choir conductors illustrate different musical aspects on the basis of
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different points of view. In this process of multimodal meaning-making
conducting can be regarded as a productive musical leadership. For choir con-
ductors this means, in The New London Group’s (2000) definition, that
they can be regarded as designers of multimodal environments, shaping musical
performances and offering alternatives to choose from, as opposed to be-
ing authoritarian leaders, selecting pre-determined methods. Certainly, the
conductors steer the choir in a direction that enables it to achieve a desired
result, but they also employ the choir singer’s to choose how to learn and
experience the music.

References

Goldman, S. & McDermott, R. (2007). Staying the Course With Video Analysis. In R. Gold-
man (Eds.), Video Research in the Learning Sciences. Lawrence Erlbaum Associates.

Halliday, M.A.K. (2004). An Introduction to Functional Grammar. Revised by C. Matthiessen.
London: Edward Arnold.

Jewitt, C. (2006). Technology, Literacy and learning: A Multimodal Approach. London: Routledge.

Kress, G. (2010). Multimodality. A social semiotic approach to contemporary communication. Lon-
don: Routledge.

Kress, G., Jewitt, C., Ogborn, J. & Tsatsarelis, C. (2001). Multimodal Teaching and Learning. The
Rhetorics of the Science Classroom. London and New York: Continuum.

Kress, G. & van Leeuwen, T. (1996). Reading Images. The Grammar of Visual Design. New York:
Routledge.

Kress, G. & van Leeuwen, T. (2001). Multimodal Discourse. The Modes and Media of Contemporary
Communication. New York: Oxford University Press Inc.

Lemke, J. (2007). Video Epistemology In- and Outside the Box: Traversing Attentional Spac-
es. In R. Goldman (Eds.), Video Research in the Learning Sciences. Lawrence Erlbaum As-
sociates.

Norris, S. (2004). Analyzing multimodal interaction. A methodological framework. New York:
Routledge.

Sandberg Jurstrom, R. (2009). Att ge form dr musikaliska gestaltningar. En socialsemiotisk studie
av multimodal kommunikation i kor. Diss. Goteborg: Konstnarliga fakulteten, Art Monitor.

Selander, S. (2008). Tecken for lirande — tecken pa lirande. Ett designteoretiskt perspektiv.
In A-L. Rostvall & S. Selander (Eds.), Design for lirande. Norstedts Akademiska forlag.

Selander, S. & Rostvall, A-L. (2008). Design och meningsskapande — en inledning. In A-L.
Rostvall & S. Selander (Eds.), Design for Ldirande. Norstedts Akademiska Forlag.

The New London Group (2000). A Pedagogy of Multiliteracies Designing Social Futures.
In B. Cope & M. Kalantzis (Eds.), Multiliteracies. Litercy Learning and the Design of Social
Futures. London: Routledge.

21

DESIGNS FOR LEARNING/VOLUME 4/NUMBER 1/SEPTEMBER 2011



Clashing and Emerging Genres:
The interplay of knowledge forms in
educational gaming

By THORKILD HANGH®@], University of Aarhus

Based wpon a series of design interventions with the educational computer game series
Global Conflicts at various secondary schools, this article explores how educational gam-
ing can be understood as a complex interplay between four knowledge forms — i.e. stu-
dents’ everyday knowledge (non-specialised knowledge), the institutionalised knowledge
Jorms of schooling, teachers’ subject-specific knowledge (specialised knowledge forms),
and game-specific knowledge forms such as professional journalism, which is one of
the inspirations for the game scenario. Depending on how the GC series was enacted
by different teachers and students, these knowledge forms were brought into play rather
differently. More specifically, several students experienced genre clashes in relation to
their expectations of what it means to play a computer game, whereas other students
experienced emerging genres — e.g. when one student was able to transform the game
experience into a journalistic article that challenged her classmates’ understanding of
Jjournalistic writing.

INTRODUCTION
It is often argued that computer games hold a large and untapped potential
for learning. Thus, several researchers assume that computer games provide
an engaging way to actively create new knowledge, which surpasses the learn-
ing activities that occur through ”traditional” forms of schooling (Gee, 2003;
Shaffer, 2006). One approach to integrate games and learning is to teach with
commercial off-the-shelf games (COTS games) such as The Sims or World of
Wareraft, which can be pedagogically re-designed in order to “fit” with exist-
ing curricular aims, pedagogical practices, time tables, evaluation criteria etc.
(Squire, 2004; van Eck, 2009; Wiklund & Ekenberg, 2009). Another approach,
which is the focus of this article, is to teach with games, which have been spe-
cifically designed for the educational demands of a school context. Education-
al computer games do by no means represent a new genre and can be traced
back as early as the release of the quest game Where in the World is Carmen
Sandiego? (1985). What is common to educational computer games — which
are also known as learning games, children’s software, serious games, edutain-
ment etc. —is that they have been designed in order to combine game dynam-
ics with educational content. Many of these games have often been criticised
for being no more than simple drill-and-skill exercises with poor learning
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potential that have merely been wrapped in appealing graphics (Egenfeldt-
Nielsen, 2005). However, as game technologies are getting cheaper and more
accessible, game companies and researchers are continually trying to develop
and study new types of educational computer games that seek to create en-
gaging educational experiences (Ito, 2009). Parallel to this development, the
field of educational game research has also been growing steadily. Still, the
field has had a strong tendency to over-emphasise the potential of specific
game design features and suffers from a lack of empirical studies that describe
how particular games are enacted in pedagogical settings (cf. Arnseth, 2006;

Hanghgj, 2008).

AIM AND SCOPE OF THE STUDY

In this article, I will describe what happens when educational computer games
are taught and played in a classroom context and analyse how this implies
an interplay of different knowledge forms, which may both result in genre
clashes as well as emerging genres. More specifically, I have studied the use
of different games in the Global Conflicts (GC) series, which lets the student/
player explore different 3D worlds that represent various aspects of particular
regional conflicts —i.e. illegal border crossings between Mexico and USA, the
use of child soldiers in Uganda etc. The studies form part of a larger research
project entitled “Serious Games on a Global Marketplace” (2007-2011), which
seeks to explore the value of educational games in various contexts.

The methodological approach of the studies are based upon a series of de-
sign interventions, where I and my fellow researchers intervened in local set-
tings in order to explore how teachers and students would enact the GC game
series (Hanghgj & Meyer, 2010; Hanghgj & Brund, 2010). In this way, the
studies tried to introduce new game designs in various educational contexts in
order to describe how such new designs were able or unable to become inte-
grated with existing pedagogical practices. None of the teachers and students
had any previous experience with the GC games. In this sense, this article
primarily describes how teachers and students respond to a new educational
game as first-time users. Thus, the focus of the interventions was relatively open-
ended and aimed to understand whether a new type of educational games
could be appropriated by teachers and students in a meaningful way. The
studies involved a total of ten game sessions, which were conducted at three
Danish schools (six sessions), one English secondary school (two sessions)
and a Norwegian school (two sessions). In four of the Danish game sessions,
the GC games were used as a part of a cross-disciplinary course between social
studies and Danish as a subject, where the teachers facilitated the GC games
and guided the students in order to transform their game experiences into
journalistic articles such as news articles or features.

All of the game sessions were documented through video observations (ap-
proximately 20 hours of recordings) and field notes, which mainly focused
on overall patterns of communication between the students and teachers in
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relation to the game they were playing. Additionally, short pre- and post-inter-
views were also conducted with the participating teachers about their experi-
ence of the game sessions. This relatively comprehensive corpus of data has
been analysed through an ethnographically inspired approach to discourse
analysis, in order to map how various patterns of communication are related
to local practices (Gee & Green, 1998). First, the video data, interview data,
and field notes were coded and categorised through brief summaries, which
helped identify genre expectations as an important overall analytical theme.
Based upon this categorisation, I have chosen three “events” or examples to
be subjected to further analysis in order to illustrate how the students both
experienced clashing and emerging genres, and how the teachers responded
to the students’ different approaches to the game. Thus, the main focus of the
analysis is not on particular individuals or groups, but on the meaning-making
relations between participants within the educational game settings (cf. Hang-

hgj, 2008: 148f).

THE KNOWLEDGE FORMS OF EDUCATIONAL GAMING

In order to understand how games are enacted in educational settings, I will
argue that educational gaming can be understood as an interplay of various
knowledge forms. This assumption is inspired by Hetmar’s work, which sug-
gests that the theory and practice of teaching (“didactics”) may be understood
as a relationship between three different cultural forms: 1) specialised cultural
forms as represented by teachers and text books’ subject-specific knowledge,
2) students’ non-specialised cultural forms, which relates to their life worlds
outside school, and 3) the institutionalised ways of “doing” school, which are
represented by situated practices and forms of communication that are spe-
cific to school culture (Hetmar, 2004). In contrast to Hetmar’s term cultural
forms, I prefer to use the notion knowledge forms and will consequently use the
terms disciplinary knowledge forms, everyday knowledge forms, and “school-
only” knowledge forms. In this respect, I follow the anthropologist Frederik
Barth, who suggests that the broad and often biased notion of culture might
be replaced by the notion of “knowledge traditions” (Barth, 2002). Moreover,
Barth assumes that any tradition of knowledge can be described in terms of
assertions, modes of communication, social forms of organisation, as well as
particular criteria for validating knowledge. Following this line of thought,
knowledge is a pragmatic and holistic entity, which is continually constructed,
deconstructed and reconstructed through various forms of agency (Biesta &
Burbules, 2003). This means that knowledge should first and last be under-
stood as knowing, a process rather than a product, which primarily takes on
meaning in relation to “how things are done”.

Moreover, in order to understand the meaning-making processes of educa-
tional gaming, it is also necessary to speak of a fourth knowledge form, namely
game-specific forms of knowledge. Games represent a wide variety of different
knowledge traditions — e.g. sports, board games, role-playing games, online
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computer games etc. — which may exist more or less independently of formal
education. Any game involves particular scenarios, conflicts, roles, rules, re-
sources, goals, and outcomes to be enacted (Hanghgj, 2008). However, when
speaking of educational gaming, it may be quite difficult to delimit game-spe-
cific knowledge from other knowledge forms. As an example, many students
may be able to benefit from their more or less specialised game knowledge
when playing a game in a classroom setting. Moreover, educational games may
be designed on the basis of specialised knowledge, which relate to particular
professions such as journalism that exist outside school. As these examples sug-
gest, educational gaming involves interplay or translations between different
knowledge forms, which differ across particular games, teachers and students.
In this way, educational gaming may also be seen as a “boundary object”, as
it may hold widely different meanings in widely different settings, but still be
recognisable as the local practice of teaching and playing games in an educa-
tional context (Star & Griesemer, 1989). In the model below (cf. Figure 1), I
have tried to show how educational gaming involves a series of translations or
dynamic interplay between the four knowledge forms described above:

disciplinary game-specific
knowledge forms knowledge forms
educational
gaming
‘school only’ everyday
knowledge forms knowledge forms

Figure 1. The knowledge forms of educational gaming.

The model is descriptive and assumes no a priori hierarchy between these four
forms of knowledge when teaching and playing games. However, in practice
teachers and students tend to value certain forms of knowledge, especially dis-
ciplinary and school-only knowledge forms, as being more valid or “serious”
than other forms of knowledge (cf. Hanghgj, 2008).
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KNOWLEDGE FORMS AS GENRES

In order to analyse the interplay between the four knowledge forms of edu-
cational gaming, I will use genre as a key analytical concept. The term genre,
which literally means "kind” or "sort”, often refers to particular aesthetic gen-
res, which may be more or less stable — i.e. crime novels, horror films, ad-
venture games, viking metal etc. Thus, the notion of genre is often used to
create typologies that mainly refer to the content and form of a given mode of
expression. However, genre may also be seen as a far more dynamic concept.
Instead of reducing genres to a matter of form and content, genres can be de-
fined in relation to their actual use within a given social context (Miller, 1984;
Bakhtin, 1986; Kress, 1993; Ongstad, 1997). Following this pragmatic perspec-
tive, [ will define genre as recurring and recognisable sets of expectations that
accompany particular modes of communication, which both constitute and
are constituted by social relationships. In this way, there may exist many differ-
ent genres or recognisable ways of communicating within a given knowledge
tradition (cf. Barth, 2002).

There are several reasons for choosing a genre analytical perspective when
trying to understand educational gaming. First of all, it is difficult to avoid
the importance of game genres, when describing what it means to play a com-
puter game (Wolf, 2001; Apperly, 2006). Thus, there exists a huge variety of
computer game genres, which are often based upon fundamentally different
design principles — e.g. there are vast differences between playing a First-Per-
son Shooter such as Counter-Strike, a massive multiplayer online role-playing
game such as World of Warcraft, and the Global Conflicts educational game se-
ries, which I will return to later on. In this way, both teachers and students
may have widely different game experiences and preferences, which will also
influence the way that games can be taught and played in a classroom con-
text. Secondly, formal education is characterised by an ecology of relatively
stable genres, which I here will label pedagogical genres. Some pedagogical
genres involve specialised forms of knowledge as represented by a teacher
and his or her choice of learning materials. Other pedagogical genres are
less related to subject-specific “content” and more related to the school-only
practices whereby knowledge is being communicated between teachers and
students — e.g. by maintaining an asymmetric relation between teachers and
students when orchestrating classroom dialogue (Hetmar, 2004). Since games
are often seen as rather ephemeral phenomena within the context of formal
education, it is difficult and problematic to ignore this existing ecology of
dominant and relatively stable school genres, when trying to understand edu-
cational gaming.

Thirdly, a pragmatic genre perspective is also important from a method-
ological perspective, as it conceptualises educational gaming as processes of
meaning-making. Seen from this perspective, it is meaningless trying to un-
derstand the pedagogical value of computer games solely by focusing upon
their representational aspects — e.g. the graphics or sounds in a given game.
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Rather, the meaning of computer games should be understood in relation to
how they are enacted — i.e. how they actually taught, played, and interpreted
(Carr et al., 2006). By following the practices of educational gaming, it be-
comes possible to explore how particular games, teachers and students may be
able to confirm existing genre expectations, create clashes between differing
expectations, and/or allow new understandings of existing genres to emerge.
This also marks a radical contrast to the widespread assumption that partic-
ular game designs hold specific learning potentials per se (Hanghgj, 2008).
Thus, in order to understand educational gaming, it is necessary to take into
account the design of the overall pedagogical activities, which may involve
several different forms of learning materials, goals and subject matter content.

THE MIXED GENRE ASPECTS OF THE GLOBAL CONFLICTS GAMES
Before moving on to the analysis of how the Global Conflicts games were enact-
ed, I'will briefly describe the designed intentions of the game series. As interac-
tive and multimodal texts, the GC series represent mixed genre aspects. Thus,
each of the games both presents itself as an engaging 3D game, which can be
sold for leisure use on a private market, and as a learning resource, which is
intended to match curricular aims within the context of formal schooling.

Seen as a game, each title in the GC series represents a 3D role-playing ad-
venture game, which offer a range of missions to be played that take place in
many different parts of the world. Each mission is based around a particular
regional conflict such as the Israeli-Palestinian conflict, border crossings be-
tween USA and Mexico, sweatshops in Bangladesh, the use of child soldiers
in Uganda, etc. When playing a mission, the player must assume the role as
an investigator (i.e. journalist or UN representative) in order to explore vari-
ous aspects of the regional conflict. As shown below, the visual design of the
game world to some degree resembles other forms of 3D environments such
as Grand Theft Auto or Second Life. Similarly, when playing the GC games, the
player must move through the game world environment and "interview” non-
player characters as shown below (cf. Figure 2).

By “speaking” with the non-player characters of the game the player must
collect statements and arguments to be used in the final confrontational inter-
view with different "bad guys” such as the owner of the maquiladora factories,
who must answer to their deeds and lack of responsibility. Once the confron-
tational interview is finished, the game is over and the player is presented with
a pre-defined evaluation of his or her performance. At the same time, the
website for the GC series also presents the games as a learning resource, which
claims to cover particular curricular aims within social studies, geography, and
history in secondary education (age 13-19) — e.g. in relation to human rights,
global trade, source criticism etc. Each of the different missions have been
designed to be played within approximately 40-60 minutes, which means that
they are able to meet the time restrictions of most lesson plans. In this way, the
game clearly differs from many leisure games, which can be played for hours
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and hours on end. Furthermore, the game website also includes a web editor,
where students may write and publish articles based upon their experience of
playing the game.

Figure 2. Screendump from Global Conflicts: Maquiladores

As these examples suggest, the GC games are not only designed as games, but
also as pedagogical texts, which are intended to become integrated with the
existing ecology of pedagogical genres within the context of formal schooling.
This duality of genres is also reflected in the teacher manual:

Educational computer games are a new medium in teaching and there
might be students in your class with reservations about the whole thing.
Maybe they end up playing the game as they would any regular game —
as entertainment — because this is how they are used to play. You have to
Sforestall this by making it clear for the students that this game is meant
for educational purposes and should be played accordingly (SGI, 2008:
16).
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As this quote suggests, the process of bringing the GC games into the class-
room is not unproblematic as students might not accept the mixed genre
aspects embedded in the game.

GENRE CLASHES — TEACHING AND PLAYING THE GAME
Based upon analysis of the various data sources — video data, field notes and
interview data — the teachers and students’ genre expectations was identified
as an important analytical theme. In this section, I will describe this theme
through two examples of genre clashes, which were both related to the teachers
and students’ expectations of the GCgames and the overall pedagogical activi-
ties involved in playing the games.

The first example, or “event”, is taken from one of the three Danish schools
with an 8" grade social studies class. The game session took place in the
schools’ computer room, and the students had just logged on to the game and
started exploring the 3D game world. One student, Victor, was particularly
impressed by the sound and graphics of the game, and compared the game
with the 3D action-adventure game Grand Theft Auto, when speaking with his
classmates: “Wow! It looks a bit like GTA! This is cool!” However, within a few
minutes of play, Victor would complain to the same classmates that he was
unable to accomplish all those actions, which he could do in GTA —i.e. be-
ing able to shoot other characters in the game, being run over by cars, and
being able to freely explore a 3D game world. Disappointed, Victor gave up
on reading the dialogue boxes and turned to disruptive forms of play, which
diverged from the educational aims of the game. Instead of carefully reading
the game text and making decisions that could be used for collecting argu-
ments, Victor started exploring the rules of the game by clicking randomly on
the dialogue boxes as fast as possible. This tactic had no fatal consequences
within the game, since the GC games are designed in a way, which prevents
the players from being expelled from the game. Instead, Victor ended up with
a mediocre score, which was comparable to several of his classmates’ results,
even though some of them had spend far more time on reading the dialogue
boxes and making actual decisions within the game.

This pattern of play was quite common across the ten game sessions as sev-
eral of the students, predominantly boys, would play the GC games in a similar
way. As mentioned, this approach was not “punished” by the game. Instead,
the consequences would follow after having played the game, where the stu-
dents were supposed to write journalistic articles based upon their game ex-
perience. Thus, those students, who had simply clicked though the dialogue
boxes and only had taken very few notes during the game sessions, were often
stuck with an assignment, which they could not solve in a meaningful way.

All of the teachers became aware of the disruptive ways of playing the GC
games and commented upon it in the post-game interviews. However, only
one of the teachers directly responded to this approach during the game ses-
sions, which is the focus of the next example. After having introduced the
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game, Mark, who was one of the teachers at the English secondary school,
began observing how three-four of the boys in his 8th grade ICT class started
clicking frantically on dialogue boxes in order to finish the GC game as quick-
ly as possible. After a few minutes of observing this, he promptly interrupted
their game activities: “Stop it! You're turning the game into a click-a-thon!”. In
order to prevent these students from “racing” through the game, Mark then
re-organised them into groups with mixed girls and boys. However, one boy,
Kieran, kept on doing the click-a-thon, and was eventually expelled from the
classroom for not playing the game appropriately.

As these two examples illustrate, several of the students in the ten game
sessions experienced genre clashes when enacting the GC games. This was only
confirmed in the post-game classroom discussions, where the students often
criticised the game for having “too much text”. In the post-game interviews,
the teachers also mentioned this as a problematic aspect of the game, espe-
cially in relation to “weak students”, who had difficulties with “reading large
amounts of text”. Similarly, when asked to compare the game session with
other teaching activities, one of the teachers from the Norwegian school de-
scribed how the game most of all resembled “reading a book”. Moreover, sev-
eral of the teachers had expected that the games, being computer games after
all, would appeal mostly to game savvy boys. However, as the examples above
suggests, some game savvy boys were, in fact, put off by the GC games, when
they learned that they were playing a “school game”, which required a lot of
reading within a relatively small 3D world that only offered limited modes
of interactivity. As a consequence, students like Victor and Kieran simply re-
jected the GC games as valid pedagogical texts and turned to disruptive forms
of play, which had questionable educational value. In this way, the game ses-
sions involved a series of genre clashes between the students’ non-specialised
knowledge forms, which were based on leisure gaming, and the school-specif-
ic knowledge forms offered by the game design.

EMERGING GENRES — WRITING UP THE GAME EXPERIENCE

Having described how the game sessions created clashes between different
sets of expectations, I will now turn to another aspect of genre expectations,
namely how the game sessions also allowed new understandings of existing
genres to emerge. As mentioned, four of the game sessions focused on how
the students’ game experience could be transformed into journalistic articles.
After playing the game and taking notes from the in-game “interviews”, the
students were asked to write a feature or a news article that illustrated the
problems they had encountered in the game scenario.

In summary, it was somewhat difficult to integrate the game activities with
the process of writing journalistic articles. Several of the students did not have
a clear understanding of the journalistic assignment they were given. As an
example, two students working together decided to write a review of the game,
which was far from the original intention of the assignment. A more common
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approach among the students was to reproduce the extensive notes they had
taken when “interviewing” the non-player characters of the game. In this way,
many of the articles turned out to become detailed summaries of the game
dialogue with little or no journalistic angle on the actual problems portrayed
by the game. Thus, many articles turned out to represent “school only” forms
of knowledge, which had few journalistic qualities.

At the same time, some students did manage to produce articles, which
lived up to and even challenged the existing genre expectations of a “journal-
istic article”. In order to illustrate this point, I will now present a third exam-
ple, which focuses on an article written by the 9th grade student Emilie. The
article begins in this way:

Maquiladora nightmare

In the Northern Mexico lie a lot of the so-called maquiladora factories. The
factories destroy their surroundings and make the surrounding citizens ill. I
went to Xococ to explore things closer (...)

The interesting point here is that Emilie, as the only student in her class, is
writing through a first person perspective. When giving response on the fin-
ished articles, the teacher Anette asked Emilie to read her article aloud and
then asked other students to comment on the article. One student responded
that it “seemed a bit strange” to “include what you experience” in an article.
Another student followed up by saying that “I’ve never seen that before”. But
this was contrasted by a third student, who commented that “you can actu-
ally do that”. This lead to a teacher-guided discussion of whether or not it
was legitimate “to bring yourself into” a journalistic article by “stepping into
character”.

Prior to the game session, the students had not been given instruction
on how to write a feature from a first-person perspective. Moreover, in the
post-game interview, the teacher stressed how she was positively surprised that
Emilie, who did not normally get high grades, had come up with the idea to
write from a first-person perspective. Anette gave top grade for the article and
praised it for being “clearly structured, very well written, and there is a great
rhythm in it. Good thing that you let yourself be known to the reader (the I
perspective)”. In this way, it can be argued that Emilie, who had been so en-
gaged in the game that she also played it at home after school, that this lead
her to write the article more from the player’s journalistic perspective.

As this example indicates, the GC game sessions did not only result in genre
clashes, but also allowed new understandings of existing genres to emerge.
This shows how educational gaming may lead to the creation of texts, where
students are able to experiment and play with game-based knowledge forms
that can be used to challenge existing genre conceptions.
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DISCUSSION

As the analysis suggests, educational gaming may both result in clashes as well
as the emergence of new understandings of genres. In this way, education-
al gaming always involves a dynamic interplay between different knowledge
forms. This might have negative consequences, as when Kieran was expelled
from his class when experimenting with the game in a way that was seen as ille-
gitimate in relation to the educational task he was given. Thus, Kieran and Vic-
tor were unable to benefit from their existing knowledge of playing computer
games. In this way, teachers and students’ game expectations may easily turn
into conflicts between different criteria for evaluating knowledge forms. On
the other hand, the analysis also suggests how the player perspective of edu-
cational gaming may be used to create new understandings of existing genres
such as a “journalistic article”, which might be difficult to provide through
everyday forms of teaching and learning. In this way, it is problematic to make
a priori or final judgements on whether the GC games may — or may not — of-
fer a particular “learning potential”. Thus, exploring the educational value of
games is ultimately an empirical task, which cannot be narrowed down to a set
of design features.

The findings presented here also indicates that it is problematic to gener-
alise on the preferences among students in relation to educational compu-
ter games, which represent a complex mix of game genres and pedagogical
genres that can be taught, played, and interpreted in many different ways.
As mentioned, the teachers in this study clearly expected that the GC games
would appeal to the game savvy boys, who ironically often turned out to be
quite critical of the game experience. This shows how a game that represents
mixed genre aspects tends to provide mixed reactions. Moreover, it shows how
the knowledge forms involving in playing computer games, which refer to
well-established practices outside school, is difficult to recontextualise when
being presented as an educational computer game with its own set of premises,
goals and modes of communication.

The findings also underline the importance of the teacher in choosing,
introducing, facilitating, and assessing the use of educational games, that is in
designing the overall pedagogical activities. It is only by aligning the knowledge
forms of particular games with students’ genre expectations that teachers will
be able to set and pursue desired educational goals, which again may ensure
relevant ways of translating gaming experiences into meaningful knowledge
production within a formal school context.
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Working with Arts in Nurse Education

By JULIE BORUP JENSEN, Department of Learning and Philosophy,
Aalborg University

This article outlines ideas and some results of a design-for-learning experiment, involv-
ing nurse students working with arts in the nurse education in Denmark. The original
purpose of the experiment was to investigate new ways of supporting personal knowledge
building and building of professional judgement skills for nurse students, according
to a phenomenological and aesthetic approach to learning. Howevey;, the results and
learning outcome for the students surprisingly showed that working with arts had the
effect that the nurse students began acting creatively in their building of personal and
professional knowledge. The experiment suggests that working with arts can contribute
to building nurse students’ building of ‘relational creativity’ as a basis for professional
Jjudgement. Relational creativity is not an established theoretical concept, but the article
argues that the term might have significance not only to nurse students, but also to new
ways of thinking about knowledge, professional judgement and learning perspectives in
relational professions in general.

INTRODUCTION AND CONTEXT
The Danish health care system has in the years after the millennium expe-
rienced a strong influence from New Public Management ideas. The latest
initiative from the Danish government is the so-called Kvalitetsreformen
(Quality Reform 2007), a way of making explicit aspects of treatment and care
according to centrally defined and evidence-based standards, which are local-
ly managed and implemented (e.g. Lund 2007). Many voices, however, have
blended into the discussion of the understanding of the concepts of quality
and evidence in the health care system, questioning whether standards are ac-
tually raising and improving quality, or if standards rather are a way of control-
ling and de-professionalising professional workers in the public sector (Hjort
2004, Krejsler 2009, Lund 2007 a.o.). Norwegian nurse and cand.phil., profes-
sor in science of nursing care at the Bergen University, Kari Martinsen, has
delivered a nursing specific critique of the development, pointing out various
consequences for nurses and patients. She claims that health care profession-
als, under direction of predefined quality standards, are educated and social-
ised into a practice, where the patient is observed and categorised in a rather
technical understanding, where personal involvement is avoided. This can be
necessary, raising quality and speed in the treatment of diseases, but if this way
of observing patients is extended to nursing care, there is a risk of objectify-
ing the patient by reducing him to a set of fragmented and particular areas of
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interest, where the nurse’s attention is directed by the mentioned predefined
standards. The consequence is that the patient becomes exposed, whereas the
nurse can observe the patient without personal involvement, which also makes
it difficult for the nurse to build up personally based professional knowledge
and judgement (Martinsen 2001:41).

BASIS OF THE IDEA OF ARTS AS DESIGN FOR LEARNING

One way to meet this set of problems is according to Martinsen, ‘the sensory
perceiving encounter’ with the patient. In many cases, the patient meets the
nurse with ‘a significant lack of order’ (Ibid:26), which means that it is impos-
sible to set a standard for the encounter — every patient meets the nurse with
his or her unique expression of suffering, his or her unique bodily shaped
pain, his or her unique tone of voice etc., and therefore every patient must be
met in a different manner than comparing to a standard (Ibid:33).

Here, Martinsen stresses the importance of the ‘professional eye’. The ex-
pression ‘professional eye’ is a way of conceptualising the phenomenon of
nurses’ way of using eyes, ears, nose and hands together with professional
knowledge in their daily care of the patients (Afdeling T 2006:13, Abben
2008). Martinsen however goes a step further, describing ‘the professional
eye’ as encompassing the patient-nurse-relation as a whole. This idea is based
on the phenomenological thinking of Danish philosopher K. E. Lggstrup,
here especially his ideas about arts and knowledge (Kunst og Erkendelse (Arts
and Knowledge), 1983).

NURSING AS ART
With ‘the professional eye’ Martinsen draws a parallel between nursing care
and art, and between the nurse and the artist. In relation with the patient, the
skilful nurse, like the artist, relies on two motions or modes of perception:
sensory perception on the one hand, and understanding/interpretation on
the other. The nurse focuses on the sensory perception (impression) in or-
der to investigate and capture the ’tone’ of the situation and the expressions
offered by the patient. If the nurse succeeds in understanding, interpreting
and articulate this ‘tone’ to the patient, she has taken care of the unique
element in the relation, and she shows that she regards the patient as a fel-
low human being (Martinsen 1998:154, Lggstrup 1983:13). At the same time,
she understands the impression professionally, with professional standards for
treatment and care (Martinsen 1998:151,/2001:28, 31). The important thing
is however that the motion of (professional) understanding often must be
separated or delayed from sensory perception in order to capture the ‘tone’.
The professional eye and its ability of reading the patient’s plurality of human
bodily and vocal expressions, the ’significant lack of order’, and treating the
patient professionally, defines the nurse as an artist according to Martinsen.
In this notion, ‘the professional eye’ also embeds an ethical dimension (Mar-
tinsen 2001:34, Kierkevold 1998:191). But how can nurse students learn to see
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with ‘the professional eye’? My idea was to let nurse students meet art and mu-
sic, as artistic expressions in many ways also are ‘significantly lacking order’, or
lacking standards. To explain this idea, Lggstrup’s thoughts about the relation
between art and knowledge will be briefly outlined in the following.

ART AND KNOWLEDGE

Lggstrup describes, how artists are creating works of art/music through a
process of comprehending and thoroughly investigating sensory perceptions
(sensing), and articulating the ‘tone’ of the impression through the work of
art/music (understanding). In the effort to understand the artist’s intention,
the observer draws on imagination and empathy, or learns something new
about well-known phenomena. Here, the observer uses the same motions-in-
process as the artist: investigating the impression in order to grasp and articu-
late the experience of the work of art/music (Lggstrup 1983:12-13). In this
understanding, music and art can be seen as a way of learning, creating new
knowledge, and communicating about humanity with a basis in bodily-sensory
perception in practical life, which is equally important as information flow,
texts in a theory or research texts. With Lggstrup in mind, I saw a possibility
of drawing on music and art as a learning tool in a non-instrumental man-
ner — music and art are not seen as a means to obtain better results in other
subjects, but as a way of practicing knowledge building, which corresponds in
a meaningful manner to learning in practice.

ARTS WORK AND SENSORY PERCEPTION

Here, Martinsen’s/Lggstrup’s description of the nurse’s/artist’s way of focus-
ing on sensory perception, delaying 'understanding’ (=interpretation or cat-
egorising) of the impression, are key dimensions in professional knowledge
building. In a more pedagogical perspective, Eddy Thomsen’s' method of
working with art may address these modes of learning, as its three steps of
experiencing art aims at separating pure description (what you see with your
eyes or hear with your ears) from understanding the seen and heard phenom-
ena. This pedagogical perspective can be defined as an aesthetic approach to
learning, where sensory experience in interplay with interpretation and con-
struction of meaning are central (Austring & Sgrensen 2006:85). The method
consists of three steps:

1. Description: What can the participant nurse students observe (what ele-
ments can they identify in the piece of art/music with their eyes and ears)?

2. Interpretation: How do the participants understand the motive (how do
they express themselves about the experience of the piece of art/music)?

3. Interaction: What does the artist intend to express with the motive/
piece of music (how do participants comprehend the intention of the art-

ist)? (Jensen 2008:4).
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In this way, the assumption was that working with arts and music in three steps
would help the students separate sensory perception from understanding and
interpretation, so that they would train the skill of meeting ‘significant lack of
order’ both in the arts, and the patients’ expressions.

DESCRIPTION OF THE PROJECT

The experimental course took place at a University College in Denmark.
Three nurse students participated voluntarily after an information meeting,
and they were all attending last period of practical training® A teacher from
the institution also participated. The course consisted of four four-hour ses-
sions, taking place with an interval of approximately two weeks. The sessions
were organised as "calls’®, in order to create immediate relations between con-
tent and activities of the sessions and the students’ experience in practice,
more precisely in order to make it possible for the students to work artistically
with patients in the wards. The students were compensated from the wards
for the hours spent at the course. In order to make the course applicable as
a research method of generating data, the course was gone through with the
following two research questions:

1. In what ways can the ‘desi%n for learning promote the students’ aware-
ness on sensory perceptions by the means of arts analysis?

2. In what ways can sensory awareness promote personal and professional
knowledge building in practice?

The data were generated by the means of log-book writing and audio-record-
ing (verbatim transcription) of the sessions. Paintings, drawings and photos
were shown to the participants by the means of powerpoints, and music was
presented by playing it on CD-recorder.

MODEL AND CONTENT OF THE DESIGN EXPERIMENT
The didactic choices of the course were based on the so-called incubation
model for design for learning (Starko 2005). The model is designed to make
students relating the content of the sessions (‘institutionalised teaching’) to
the daily learning in practice in the wards (‘practical training’) (figure 1).
The concept of ‘incubation’ refers to the period of time between a certain
educational activity, and students’ new construction of meaning/’learning
outcome’. According to Starko it is didactically important to acknowledge this
time period, in the sense that planning of the sessions must factor in time
for the students to combine new construction of meaning in the session with
their practical life world, under which their learning in practice in this case is
placed (Starko 2001:156). Consequently the sessions with arts were organised
as ‘calls’ with two-weeks-intervals.
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The following elements from Starkos incubation model were shaping the ses-
sions:

1. Heightening anticipations: The students are preparing for the content of
the session by creating clear relations between what they are expected to learn,
and meaningful aspects of their lives and practice.

2. Deepening expectations: is the core of the session, where the students are
working with new knowledge, in this case listening to music or looking at arts
following Thomsen’s method. The students are supposed to revalue or work
with familiar knowledge in new ways. This should be related to the meaningful
problems raised in the first phase (heightening anticipations).

3. Going beyond: The students are asked to 'do something’ with their new
knowledge or skill. In this case creating aesthetic thinking concepts for learn-
ing in practice (Starko 2001:156-157).

—

"Heightening anticipations”:

- Situations from practice
"Deepening expectations”:

- Working with pieces of music
and art as described by Thomsen
"Going beyond”:

- Create sensory nursing concepts

Practical training

-

"Incubation time”:

- Looking at the patient
- Listening to the patient
- Articulate impressions
towards the patients

Figure 1. Model of design for learning experiment. Dialouge model, inspired by Starko. Sessions at
the institution.

The model illustrates how the dynamics of the session plan was planned. The
yellow balloon ’sessions at the institution’ illustrates that the students observed
arts and listened to music in the way described by Thomsen above, at the in-
stitution. In the sessions, the students listened to a piece of music, or had 5
minutes to observe a work of art, while writing down every detail, they could
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identify. This was afterwards discussed in plenum. Then they were given time
to write down, how they experienced the work, and what they imagined, the
artist intended to express, which was likewise discussed in plenum.

Opposite this we find the balloon "practical training’, where the learning en-
vironment is a living work place with patients, and where the incubation time
was spent. Relations between the two forms of learning environments were
primarily sought for with the concept of ‘going beyond’. Consequently, work-
ing with art should make it possible to create nursing concepts for practice
learning, that is, the students’ new construction of meaning should be trans-
formed into metaphors and analogies for use in their nursing practice. As an
example, one of the going beyond-concepts was named ‘taking pictures’ (the
students wanted to take mental snapshots of situations with patients, and then
analyse them in thought, as we did in the classroom). This correspond the ar-
row at the top of the model. In order to promote transfer to practical learning
even more, the students were asked to ‘bring’ written situations with patients
from practice, illustrated by the arrow at the bottom of the figure. The situa-
tions were in addition meant to be part of "heightening anticipations’ at the
beginning of each session.

ANALYTIC APPROACH

Methodologically, the analysis of the transcribed texts from the data mate-
rial has a discourse analytic approach inspired by Norman Fairclough. Fair-
clough’s understanding of the discourse analysis is meant to uncover the
speaker’s fundamental assumptions. Fundamental assumptions appear like
generally approved matter of course in the text, which Fairclough terms naturali-
sation (Fairclogh 1995:28). Naturalisations may accordingly be seen as a cul-
tural phenomenon, where individual expressions naturalise a larger cultural
common understanding (Ibid; Bruner 1998:61). In this way, particular state-
ments can be analysed as having power to express more general patterns in
the culture. Therefore, naturalisations will be seen as empirical findings and
be discussed with relevant theory.

In the following, statements from the three students will be referred to as
‘student A, L and S’, and the teacher as ‘K’. I have assembled the findings in
categories derived from the analysis of the text material.

FINDINGS: SENSES AND PERSONAL KNOWLEDGE
The following excerpts derive from a final evaluative group interview, which
took place at the end of the course:

Student S: It (the arts analysis) is a good exercise in not to be
ashamed of yourself, and to dare to say what you think. It may
well be difficult... daring to trust yourself when you see some-
thing particular, and dare to stand by it, because it is not certain
that it is the same as others see, but it does not necessarily imply
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that it is wrong. But you dare to show who you are, and you show
who you are, when you express what you see (in a painting or in
patient care).

Student L: ... I have learned to trust what I sense.

Student A: It has also taught me to sharpen my senses and rely
on myself ...

The statements naturalise, in Faircluogh’s sense, the students’ comprehen-
sion that professional judgement in patient care requires self-confidence,
courage and self-esteem, as well as personal and professional knowledge. The
statements may express that working with art may have offered these students
a possibility to work explicitly with sensory perception in their nursing care,
on which professional judgement according to Martinsen is built. The natu-
ralisations might suggest that the students, by practising separation between
sensing and understanding/ interpreting impressions in working with arts,
have been able to approach the patients and surroundings in their wards in a
new way. This has led to a firmer confidence that they can build their future
professional judgements on visual and auditive facts about patients, obtained
through their eyes and ears.

SENSES AND THINKING
The following excerpt also originates from the evaluative group interview:

Student S: ...I think it is something about ‘turning on one’s sens-
es’ - we all have senses, but they are only occasionally ‘turned
on’, so you just become aware again ... when I'm standing in the
operating room, where you’d just stand a lot ... such places I just
noticed a lot of things I do not think I would have thought about,
noticing things and thinking new thoughts - and there are really
many things to work on.

This naturalisation suggests that sensory awareness must be intentionally fo-
cused on -itis not necessarily there ‘byitself’. Student S naturalises accordingly
that sensory unawareness is generally more common than sensory awareness.
Furthermore, she relates sensory awareness to thinking (new ideas, ‘noticing
things and thinking new thoughts’). Her statement can be read as implying that
her sensory awareness has been awakened by working with arts by training the
awareness on what you see and hear in a picture or a piece of music, and relat-
ing this to learning in practice.

SENSES AND CREATIVITY
The following presentation of empirical data will be focused on two photos,
which the students took at the wards. They brought these photos as ‘situa-
tions’ to the sessions. The comments and statements following the students’
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work with the photos are seen as naturalisations of the meaning and interpre-
tations of the photographic expressions, possible to analyse discursively.

The following image is a photo that one of the students took of the paintings
on her ward after having practiced the mentioned ‘taking pictures’-exercise.

Figure 2. Student A: Photo of paintings, decorating the walls of a ward.

After having worked with the photos with step 1, 2 and 3 (pure description,
interpretation and interaction), the following discussion was characterised by
statements like:

Teacher K: I think that if I lay on my side and looked at this pic-
ture, I could ... go for a walk, I would say into it...

Student L: I think that you go out into the nature.

Student A: Yes, and also out of the body and the pain and suffer-
ing

Teacher K: The difficult situation.

The discussion developed into an investigation of and reflection upon how

the patient might experience the situation of being bound to a bed in an in-
tensive ward. As what seemed like a direct answer to this photo, the student L.
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Figure 3. Student A’s photo.

The photo is taken in an empty patient’s ward, where the student angled the
camera, as if it was the eyes of a patient in the bed. When the photo was shown
to the other students, the spontaneous comment was as follows:

Teacher K: ... if you try to imagine, how it must be to lay in that
bed and look at this — there is always a watch, and you can see this
sweep second, like: tic-tic. That must be nerve-wracking.

The teacher from the institution encouraged the student to show the photo at
the ward, where it was taken:

..isn’t it something about catching sight of the patient perspec-
tive* — what are they actually seeing? And the relatives, what are
they seeing? Because we, we get a little blind in this respect as
time goes by.

I see the photos as a sign of the students’ awakened sensory awareness on their
surroundings. They have used the photos to separate sensory perception from
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immediate understanding, interpretation and categorisation, like Martinsen
suggest as a means of building ‘the professional eye’. This has given them
a possibility of investigating the sensory impression — like working with arts.
The investigation has trained their following expression of the ‘tone’ of the
impression, as well as it has made them imagining, what the patient sees. This
might imply an example of Lggstrup’s thoughts that occupying persons with
artas observers, can have an ethical impact in the sense that sensory awareness
and empathy work together with imagination in a creative interplay, where
the students express the ‘tone’ of their impression of the situation. This is an
example of how working with arts in aesthetic learning processes can promote
what I would term relational creativity.

LEARNING THEORY: CREATIVITY, PROBLEM FINDING, AND PROFESSIONAL

JUDGEMENT
The concept of creativity needs further exploring in this context. By focusing
on creativity, the above pure phenomenological approach in connection to
learning in practice will shift into a psychological, constructivist and cultural
learning perspective, where creativity will be suggested to be potentially im-
portant for personal knowledge building, and hereby for professional judge-
ment.

‘Problem finding’ and creativity
The students ’find’ a professional problem, the blindness towards the pa-
tient’s perspective, in their wards by means of taking photos. The phenom-
enon 'problem finding’ can be explored more closely in relation to creativity
and learning in the light of the empirical findings. Here, American psycholo-
gist Stephen Wakefield states that creative persons have the ability of ‘invent-
ing problems’. He explains this phenomenon as connected to the individual’s
ability of raising questions not possible to answer with the knowledge at hand
in the immediate situation, questions that no one has asked before in the con-
text (Wakefield 2003:257). What the students are expressing with their photos
can in this light be seen as problem finding: There is an embedded problem
in the fact that nurses could/should be more aware of the patient’s perspec-
tive, and imagine how the patients and their relatives actually experience the
encounter with the health care system, as the student is pointing out with her
photo from the patient’s bed. There is no answer to this problem in the im-
mediate surroundings. Returning to Wakefield, he relates problem finding
to Piaget’s theory of stages. He has observed that children and young adults
are using creative thinking, or problem finding, when they accommodate and
move from one stage to the next in their cognitive growth. Wakefield equates
accommodation with creativity in the sense that both accommodation and
creativity require that the individual finds problems, unsolvable at the mo-
ment, and with the demand of an explorative investigation of the surround-

ings (Ibid:257-259).
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Consequently, Wakefiled points out that accommodation is connected to
learning — that the individual learns to ask new questions and find problems —
and in this sense learning and creativity are associated (Ibid:255). In the case
of the students I will claim that they understand something new by creating a
narrative out of photos — they are asking questions they cannot immediately
answer, and so they are creative, they accommodate.

The empiric findings however show more than that. In the group interview,
the student S states that in situations, where she is aware of her surroundings
by being aware of her senses, she is "noticing things and thinking new thoughls’.
She experiences that the urge to find problems can occur on the basis of be-
ing receptive, sensory aware of her surroundings. This statement is supported
by the students’ photos: By taking photos they are sensory receptive, pay at-
tention to their surroundings and make them special, which leads to problem
finding: What is actually the substance of the expression ‘patient perspective’?
They express the problem through photos, which can be seen as creativity.

This might imply a number of didactic perspectives for practical training.
The way of working with art as suggested by Thomsen could be a possibility of
building up such sensory awareness in a manner that supports the relational
character of creativity embedded in nursing care, or the imaginative encoun-
ter in Lggstrup’s understanding.

‘Problem finding’, individual and cultwre

However, the above psychology-based analysis is limited to an individual per-
spective, which only captures small parts of the complexity of the empirical
findings. The students’” problem finding occurs, when they relate the sensed
and perceived phenomena to something other. This other can be seen as the
professional-cultural reality, the students is surrounded by, through their in-
stitutional education and learning in practice in the wards. They already know
of nursing concepts and actions, they already master a language that concep-
tualise important aspects of nursing care. On this basis they are capable of ris-
ing relevant questions, finding professional problems. Hereby there is a move
into a cultural theoretical perspective, investigating the significance of the cul-
ture for the way we are creating or constructing meaning of reality. According
to American cultural psychologist Jerome Bruner, the narrative is a construc-
tion by which the students give their educational experiences meaning and
significance in relation to their lives in a culture (Bruner 1998:95). Through
a photo-mediated narrative, the two students so to speak use cultural tools to
generate an understanding of the patient’s experience at a hospitalisation,
and the photos as a whole create a negotiated meaning between the group
of students — in other words a new narrative about the patient’s perspective
(Ibid:72). This new narrative has two layers in Bruner’s frame of reference.

The first layer relates to the fact that the students create an act of fantasy,
imagining themselves as future nurses, who are receptive and aware on the pa-
tient’s perspective. Here the students intend to understand the patient, which
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can be related to the concept of inter-subjectivity (Ibid:71), they use their
imagination to put themselves in the place of the patient.

The second layer relates to the seed of change that is embedded in the
activity of young people learning to master the tools of the culture (Ibid:70),
where the photos are a way of using one of those cultural tools. As the photos
tell a story which the students identify as unacceptable, I will claim that a seed
of changing the culture of nursing care is sowed (Ibid), as the students think
that it is bad for the patient to look at bare walls and a watch ticking away, and
that nurses eventually are getting blind for the surroundings and forget to
imagine, how the encounter with the hospital is experienced by the patients
and their relatives. This problem is found on the basis of implicit professional
knowledge that aesthetic surroundings contribute to accelerate the patient’s
recovery (Tallervo 2008, Danske Regioner 2009), as well as an aesthetic aware-
ness traditionally is part of the nurses’ self understanding since the works of
Florence Nightingale back in the 1800s (Kierkevold 2000:95). Consequently,
problem finding must be understood not only as an individual, accommodat-
ing process, but also as an interactive negotiation of meaning between the
individual and the surrounding culture, as Bruner describes it. To make this
clearer, a sensory perceptive experience (meeting the photo of the patient’s
view from the bed) made the students cognitively aware of professional-cultur-
al expressions like 'the patient’s perspective’. This made it possible to perceive
and reconstruct this ‘cultural matter of course’ in a new way, and possible to
create a new narrative understanding of how to practice and work profession-
ally with the patient’s perspective. I would term this finding ‘relational creativ-
ity’, which might be embedded in the concept of empathy.

PERSPECTIVES: CONS AND PROS

A design experiment as outlined above might, in spite of some positive results,
suffer from certain problems that can challenge its suitability in the present
educational and professional thinking. First of all, there is as mentioned a
strong movement towards evidence-based standardisation, which is widely
seen as an improvement. Here, an emphasis on personal knowledge and pro-
fessional judgement can be looked upon as a back-wash that can endanger
scientification of the nursing profession. There can also be identified issues
concerning the ethics in seeing art as a means by which one obtains certain
intended results in other areas of learning processes, which might violate the
intentions of the artist. Questions can be raised about balancing between per-
sonal and private dimensions of learning processes and professionalism, as art
and music have strong emotional dimensions. These issues are important to
discuss and clarify, as they represent important cons of the idea of drawing in
arts in the nurse education.

On the other hand, based on the empirical findings it can be claimed that
in the process of creating personal knowledge in nursing care, a phenomenon
emerged that I would term relational creativity. Relational creativity relates
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to the ability to imagine how the patient is experiencing the situation, 'the
patient’s perspective’, or to empathy. Furthermore, the dialogue between the
individual learning processes and the surrounding culture has the potential
not only to innovating cultural understandings of reality through problem
finding, but also to put in words the kind of professional knowledge, which
tends to be tacit and implicit. I will argue that this potential could be referred
to as relational creativity, as this way of imagining the patients’ experience of
the situation could have the potential to train professionals’ empathy. This
widens the scope, as it would be relevant not only to nurses, but also to other
professions working with human relations, such as teachers, educators, social
workers etc. Therefore I see it as relevant to repeat the design experiment
in other settings to investigate its eventual potentials as a method of creative
professional knowledge building, based on individuals’ sensory awareness in
dialogue with existing professional cultural values and ethics.

" PhD in dramaturgy and history of ideas.

®> The 6th semester, whereas the 7th semester is a Bachelor project (UCN 2007:15).

3 Calls mean that the students, while attending clinical training, are 'called in’ in order to participate in institu-
tionalised, formal training or education at the institution; in other words, they are called to the institution from
their respective clinical wards with certain intervals.

4'the patient’s perspective’ is a common phrase in nursing care, originally used to emphasise empathy, now
discursively used in terms of developing quality in the health care system (parallel to ‘user satisfaction’) for
example: http://www.regionsyddanmark.dk/wm215142 .
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Interview with Carey Jewitt

By FREDRIK LINDSTRAND

We met with professor Carey Jewitt in Sydney during 5ICOM (5th International Confer-
ence on Multimodality) where she was keynote speaker. Carey Jewitt is known to many of
our readers as a nodal point in the international web of researchers interested in issues
around multimodality and social semiotics. As in previous issues of the journal, our
main intention with the interview is to give some further insights regarding interests
and influences that form a background to her theoretical work.

Carey Jewitt is professor in Learning and Technology at London Knowledge
Lab, Institute of Education, University of London. She is also RCUK Academic
Fellow and founding co-editor of the journal Visual Communication. She has
published extensively within the fields of multimodality, social semiotics and
visual analysis. Her recent books include The Routledge Handbook of Multimodal
Analysis (editor, 2009); Technology, Literacy, Learning: A Multimodal Approach
(2008) and The Visual in Learning and Creativity (2008).

FL: Today you are well established as professor in Learning and Technology
at the Knowledge Lab and have contributed in many important ways to the
development of multimodality. It would be interesting to hear a little about
your background and what has led you to where you are today.

CJ: Well, I have a rational kind of hindsight view of how I ended up here,
with the multimodal stuff. I was really interested in visual communication
and I studied Fine Art in art college. I worked in a range of media including
print making, photography and making installations. After that, I worked
with young people in visual arts for a while and then moved on to work with
different organisations around issues to do with young people. Many of these
where young women in care or risk of custody. Most of their difficulties could
really come down to not being able to communicate well, for lots of different
reasons. So I got interested in how people communicate. And then I moved
into research on communication in the area of health and sexual health. I
did a masters in sociology, research theory and methods and while I was on
that I was evaluating a young men’s sexual health clinic. One of the things
that was going on there was that the staff at the clinic were given loads of
information pamphlets and posters and things like that and they all really
hated them and they wouldn’t use them but they couldn’t articulate why. I
did a semiotic analysis of these leaflets to look at discourses of masculinity in
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them and that analysis showed quite negative visual discourses of masculinity
whereas the written discourses in the written text of the leaflets were very
positive. I presented that back to the young men who ran these centres and
they were kind of “Oh yeah, thats why!”. Reading Images (Kress & van Leeuwen,
1996) had just come out so I used that as one of the forms to analyze the texts
I was looking at.

I sent my text to Theo (van Leeuwen) and Gunther (Kress) and shortly
after I got a research post on a project about multimodality and school science
and I started working with Gunther on the research project; and Theo and 1
started working on a book together which led to the Visual Communication
journal. So, in sense, for a while there was my interest in the visual and I was
interested in the social and stuff to do with identity and communication and
then, when I started working with Gunther and multimodality they all came
back together again. So it made sense eventually but for a while I had a very
fractured CV that made no sense at all. Thankfully all these things have now
come together.

FL: And then, in your PhD, you expanded your focus slightly by bringing
technology into the picture?

ClJ: Yes, I worked with Gunther on the science project - rhetorics in the science
classroom (See Kress, Jewitt et al, 2001) - for three years and then, when that
finished, me and him were doing little bit of work for British Telecom, on
looking at technology and meaning and I became quite interested in that.
This was in 1999, when quite a lot of technologies were just starting to come
into many peoples’ everyday lives. So I suppose I was seeing that and then I
decided to do a PhD and got an ESRC scholarship to do that. I was interested
in how technology remediated these kind of modes because in the science
classrooms we had researched we had seen people using technologies like
blackboards and OHP’s and also different kinds of artifacts and objects but
we didnt see anybody really using digital technology at all. So I just became
interested what the differences would be if they were, so that’s why I started
looking at technology and I suppose then, from then on, my work has been
on not only technology but how people use technologies and the effects of
using technologies on the representations of knowledge and different forms
of communication between people.

FL: A conference like this (5ICOM) becomes an interesting meeting place
for a number of different approaches to multimodality. As a contrast to what
you described as your initial interests — social aspects of communication and
representation for instance — I have noticed that few of the presenters here
talk about multimodality from a social and process oriented perspective, with
issues like agency and power for example.
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CJ: Yeah, I agree. I mean I think the kind of work that is going on around
multimodality from a more systemic functional grammar perspective is really
interesting but it’s informed by a slightly different set of interests than some
of mine, even though I can build on it sometimes. But really I think their
interest is around modes and about understanding the inner organizational
systems of modes. Well, the grammar of modes or, like John Bateman was
talking about today, the technical features of a mode or something like that.
So, I'm interested in that to some extent but it’s not my paramount interest.
I’'m more interested in how modes are used (and re-made) by people and my
focus is less on understanding the text, the static objects. Although I think its
valuable and important, I'm more interested in how people interact with them
and especially because of my focus on digital text and digital environments I
don’t think you really can look in the same way as the text being a static object
anyway because it’s kind of brought into life when it’s interacted with and it’s
made so differently when it’s interacted with. I think that’s always the case with
all text. You know printed old texts, they are still brought to life by peoples’
engagement with them but you don’t see it in the same way. Plus the kind of
opportunities for multiple readings and multiple paths aren’t the same. I'm
not saying there is only one route or pathway through a written text but they
are different, so I think that kind of takes me to a different place than some of
the more textfocused multimodal analyses.

FL: It is important to explore and map out the resources, but I guess you
would want to see it in relation to how they are brought into action?

CJ: Well I suppose it depends on where you are coming from. If you are
systemic functional linguist then you might see that grammar is really being
about mapping out the potentials which are essential to understanding how
someone uses a text. So I think they all have a place together. It’s just that
there are different understandings on where meaning would be located and
differentfoci. Like Sigrid Norris and what I think she might call the multimodal
interactional discourse; I think her approach is more focused really on how
people are using modes in situations and modes don’t really exist outside of a
context. So we’ve all got different ways of looking at it. It is quite useful to try
and understand what bits of meaning different approaches are looking at and
how they construe meaning.

FL: Yes, I agree. And you really are in a unique position to say something
about that, with all the work you did on the Routledge Handbook of Multimodal
Analysis (Jewitt, 2009). It was really like mapping the world of multimodality.

CJ:Yeah, I was trying to because I suppose, when I was writing the introductory

chapters or mapping the content of the book, I couldn’t really work out
whether or not, well what was the difference, and everyone talks differently

50

DESIGNS FOR LEARNING/VOLUME 4/NUMBER 1/SEPTEMBER 2011



about their work. And I couldn’t work out if there really was a difference
between these or if it was just that they had grown up in different parts of
the world. So was what Gunther Kress and us at the institute (of education,
University of London) were doing really any different from what Sigrid Norris
was doing? And if it wasn’t then shouldn’t we just call it the same thing? So
I wanted to work out whether there was any substance to talking about these
things as being different. Partly because I wanted to organize the book so
that it could represent these different ways of looking and if they weren’t
different I didnt want these repeated chapters, so I had to kind of get to the
bottom of it.

So I had conversations with a range of people who I saw as the kind of,
not necessarily leaders of those areas, but kind of key nodal points in those
different areas and people. And then, after talking to them, like asking about
what they thought mode was or looking at their work and thinking about
where the focus of their work was. I just tried to kind of map them. Map
the different approaches. And I mapped them around a focus on the modal
systems, like the extent of that focus, a focus on sign maker and agency and
a focus on context. So I kind of saw those three things as being, having kind
of like reviewed those different areas of multimodality, I saw them as being
key factors that were different across them. And then I tried to map that and
I used an example to try and map how this analysis would approach data
quite differently or would require different kinds of data. And then I sent my
chapter to Sigrid Norris, Kay O’Halloran, Theo and to Gunther and I asked
them to check if they were happy with how I was representing their view of
multimodality. It was interesting to try and get the nuances between them.
Because I think there are some and I think they were quite compatible. In a
sense they just look at semiosis at different points and over different lengths
of time and with different purposes.

FL: If you look at for example time and semiosis, who is where?

CJ: Well, I think Sigrid Norris, her scale of looking is much more micro than
Gunther or me. But maybe not that much more micro than say Jeff (Bezemer).
It’s a sort of sliding scale. I am not offering really robust categories, completely
because there is some blurring around the edge, but I'd say her work is much
more in the now. She seems interested in how modal interaction happens
between people. How they play out in the micro seconds of interaction
whereas Gunther, I think, is interested in text as uncovering a social action.
So really kind of looking at the designer as a social agent or the reader as an
agent. So he is, I think, interested in the past of the text and it’s the past that
can be recovered from the text as an object or from the interaction as an
object. And I'd say he is very focused on what things mean to the meaning
maker at that time. Whereas I’d say the systemic functional linguists are more
embedded in the character of the text, the meaning of the text. Not its use.
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That’s a kind of different notion of time. So I'd say, in a way, Gunther has
a longer more stretched notion of time than that like the time of systemic
functional linguistics is very fixed by the text, whatever the text is. It doesn’t
really look at unfolding time. The systemic functional people don’t look at
time, on meaning unfolding over time they look at it as kind of crystallized
in the text. Like a kind of residue. Whereas Gunther is kind of looking at the
text as different moments in time — the designer’s, the kind of social historical
moment the text was made, also the moment its read. And then he also looks
at this kind of unfolding over time. He can look over, like him and Jeff did,
looking at from 1935 to 2000 like what text means and he can look like we
did in the English classroom as text and meanings rather unfolding over a
six week sequence of lessons. Or he can look at 5 minute interactions on
video. So he stretches time in different kind of ways. Because it’s less about
kind of uncovering the structure of a text in a grammatical way I think his
notion is more fluid and eclectic. And then I would say Sigrid is always looking
at particular moments which are foregrounded for her more theoretically
around things like identity work or whatever. I think they do have different
scales of time each of which has different uses.

FL: You described how you were invited to work with Gunther Kress after
completing your masters and you have collaborated with him in many different
ways since then. Can you see any differences between you in terms of your
approach to multimodality and social semiotics today?

CJ: I don’t know. Maybe a bit. I'm perhaps less interested in looking at texts as
objects and more interested in looking how people bring texts into being in
their interaction. So I would analyse a text to look at its potentials but then I'd
be wanting to look at how those potentials were brought into the interaction.
So I'd be trying to sketch its potentials to look at what’s activated and what
isn’t as a kind of way of getting at the choices people make. So where I can
I'd rather not stay with the text, I'd rather be looking at its use and how it’s
mediating interaction rather than examining it in its own right I think. I think
we conceptualise the social slightly differently.

FL: Is that where activity theory comes in for you?

CJ: Yeah, well I've tried using that, more as a really loose heuristic framework
to try to bring in more about the social context of use. I think it works but I
haven’t really used it in a strong way. In the English project we used broader
social theories like Bernstein and Bourdieu. I think Gunther perhaps feels
that text is crystallized in social interaction, which obviously I do as well and
that he can recover power from the text whereas I think you can see power in
the text but I don’t think you can explain it so perhaps I feel rightly or wrongly
the need to ‘wheel in” more social theories than social semiotics. For example,
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even when we first met through my masters work on visual discourses of
masculinity, my critique of Reading Images was that it was a really good method
for describing how texts instantiate power relations but you actually need a
theory of gender to understand them. I think for Gunther, he would see the
person as mediating the social much more than I do, whereas I see the social
mediating the person, producing the person much more. So I think that’s a
difference. For him, of course a text is always read and made by a person, social
actor, in a moment which is socially construed and all those things for him are
kind of realized in that text, whereas for me I think that at certain level, social
semiotics fails and you need to bring in some other social theories to handle
some bigger issues to do with power. So that’s why I've turned to activity theory
and other theories. I don’t really use it that much but recently I was in Oslo
and on Thomas DeLange’s defence of his PhD thesis (deLange, 2010). He
doesn’t use multimodality but he theorises the relationship between micro
genesis and socio genesis and this intermediary plane. He’s got a really nice
way of looking at them and I think that’s actually really useful. So it made me
think I should read his work again and think about how I could bring that stuff
into my own work a bit more. Because increasingly I have become interested
in looking at video historically and that would be a good way of doing that.

FL: You said that the different takes on multimodality seem to be compatible.
Bateman had a few hot topics in his plenary talk. Do you see anything that
needs to be done within the field?

CJ: Well one thing he said, I think, was that we need to be more systematic and
better at describing stuff. Well, I'd agree with that. But the other thing he said
which I think was good was how do you not kill the thing while dissecting it.
He said, by taking it apart in a way that you can bring it back together again.
I thought that was kind of interesting. But another way to do it is to not pull
it apart I suppose. And to find things that move across the different modes.
Rather than talking about different modes, to talk about features like voice.
Like Arlene Archer’s work in looking at authorial voice and other things,
or Theo’s work looking at cohesion. You can look at cohesion and say what
is cohesion across this text and what work are these different modes doing
together and I think maybe its kind of looking both of those ways. To do
that we break out the different modes to understand them, but then kind of
looking across them as well, would that make sense. So trying to find some
categories that you can look across with, I think that would be quite useful.

FL: So it would be to go more straight onto the multimodal configurations?
ClJ: Yeah, but then I think he is also right that it’s a bit early to do that because

I still understand so little. I don’t understand enough about the different
modes but maybe we can understand more about the modes by taking
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different approaches to try and understand them rather than just saying we
have to separate them out until we fully understand them. I suppose that’s
why I think it’s useful to look at text in action because then you can really
talk about what work they do and then that’s a way of getting up a whole
in quite a useful way. So it does really come down to, like in a text, if you
analyse a text you can say “well image does this and writing does that”. But
If you look at how people interact with the text, then you get more sense of
what work the modes do together because you see the function that they have
and the meanings that people give them, derive from them. A lot of people
talk about time and space and I think they are quite interesting to look at.
All texts, but digital texts especially, are reconfiguring time and space and
relationships between modes in quite different kinds of ways. But I do think
there’s a real focus on being systematic about everything and I do think it’s
useful, to try and think about how to be systematic. But not in a deadly kind
way. I think you still need to be kind of daring as well and to take some risks
and put forward some propositions so you can find out whether or not they
work. I think that’s something that Theo and Gunther really did in Reading
Images and continue to do in their works. They said things they weren’t sure
about and they probably got some things wrong but it’s a really useful way
of thinking about stuff. And I suppose it’s good not to be too cautious about
understanding all the structures too much, as well as having an end ambition
of understanding them. So you don’t get bogged down with whether or not
something always is going to make sense. But I think as well, looking in really
diverse places at what these modes are and moving away from the idea of
really understanding a mode. Rather more understanding meaning making,
so understanding meaning making in different contexts and then looking
more at how the modes are being marshalled in different places, rather than
focusing on modes.

I think even during the time I have worked with Gunther there has been
a big progression in multimodal research. Theo and him had just finished
Reading Images in 1996— which is really focusing on one mode — when we
started the science project, which focused on a range of modes and in quite
distinct kind ways. In the English project we looked across things like ability,
character, annotation and so on. The question of the modes being: “are they
important?” wasn’t really our question anymore. It was how are they being
used in this place to do particular kind of pedagogic work, or particular kind of
social work in the classroom. The methods for transcribing are not established
but we began to develop some kind of working tools. So I think that’s been a
progression and then in kind of later work looking much more at meaning
and having that as a starting point rather than modes or, so I think things have
moved on a lot over the past 15 years, but there are still interesting challenges
and plenty of work for us to do.
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Doktorsavhandlingar frén institutionen
for didaktik och pedagogiskt arbete 7

Tinget, rummet, bes6karen

Om meningsskapande pa museum

Eva Insulander

Tinget, rummet, besokaren. Om meningsskapande
pd musewm. [Artefacts, spaces, visitors: A study of
meaning-making in museums]. EVA INSULANDER,
Stockholm: Institutionen for didaktik och pedago-
giskt arbete, Stockholms universitet (2010).

This thesis has been part of an interna-
tional research program, sponsored by
the Swedish Research Foundation, with
focus on "The museum, the exhibition
and the visitor”. Here we find an in-depth
study of visitors meaning-making at mu-
seums, based on a design-theoretic and
multimodal approach. Two different ex-
hibitions about Swedish prehistory are
chosen. They expose prehistory in quite
different ways: the first one is linear and
built around the destinies of different
individuals. The second one has a meta-
oriented approach and reflects on his-
tory making. This exhibition is built as an
airport with different “time-gates”.

The study has developed a method
with focus on the visitors’ sign-making.
Visitors are filmed and recorded in pairs,
they borrow a digital camera that enables
them to take their own photos, and they
are afterwards interviewed and asked to
draw a “map” over the exhibition. Out of
this rich source material, meaning-mak-
ing is analyzed. Also some comparisons
are made 1n relation to the design and
the meaning-potential and affordances
of the exhibitions.
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Assessment discourses in mathematics classrooms:
A multimodal social semiotic study. LISA BJORK-
LUND BOISTRUP. Department of Mathematics and
Science Education, Stockholm University (2010)

This is a study of assessment practices in
mathematics classrooms. Assessment is
here regarded as having broad bounda-
ries, present also in feedback in day-to-
day classroom communication. A multi-
modal approach is found in theoretical
considerations as well as in data gathering
(video recordings and collection of writ-
ten material), transcribing (performed
multimodally) and analyses.

A main conclusion is how four construed
assessment discourses in mathematics
classrooms hold different affordances
for students’ active agency and learning.
The construal of the discourses is based
on findings of three initial research ques-
tions, where assessment acts, focuses of
assessment acts, and roles of semiotic re-
sources in classroom communication are
examined. One discourse, “Do it quick
and do it right” has similarities to a tra-
ditional discourse described in earlier re-
search. A discourse quite different from
this is called, “Reasoning takes time”.
This discourse has a lower pace and the
assessment focus is on mathematics proc-
esses. Here the affordances for students’
active agency and learning of mathemat-
ics are considered to be high.

Assessment Discourses in
Mathematics Classrooms
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THE LANGUAGE OF COLOUR

An introduction
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Theo van Leeuwen
The language of colour. An introduction.
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Submission of manuscripts

Manuscripts, fully numbered and typed in double spacing
throughout, should be sent both as a Word-compatible file
and as a PDF-file to:

Susanne Kjéllander

Department of Child and Youth Studies
Stockholm University

SE-106 91 Stockholm

Sweden

[email: susanne kjallander@did.su.se]

Manuscripts submitted to the journal may not be sent to
another journal at the same time.

Covering letter

Please attach to every submission a letter confirming that
all authors have agreed to the submission and that the
article is not currently being considered for publication by
any other journal.

Format of manuscripts

Each manuscript should contain:

(i) title page with full title and subtitle (if any), preferably
not exceeding 60 signs. For the purpose of blind referee-
ing, full name of each author with current affiliation and
full address/phone/fax/email details plus short biographi-
cal note should be supplied on a separate page.

(ii) abstract of 100-150 words.

(iii) up to 10 key words.

(iv) main text and word count - suggested target is not
exceeding 5000 words (or 30,000 signs, including spaces)
unless by prior agreement with the editors. Texts are
expected to be clearly organized, with a clear hierarchy of
headings and subheadings and quotations exceeding 40
words displayed, indented, in the text.

(v) end notes, if necessary, should be signalled by su-
perscript numbers in the main text and listed at the end of
the text before the references.

(vi) references in both the text and end notes should follow
APA manual.

lllustrations

All line diagrams and photographs are termed ‘Figures’
and should be referred to as such in the manuscript. They
should be numbered consecutively. Line diagrams should
be presented in a form suitable for immediate reproduc-
tion (i.e.not re- quiring redrawing). Photos and digitally
generated images should be in 300 dpi resolution at 100%
size. Images made for web publishing (normally 72 dpi)
are not sufficient. They should be reproducible to a final
printed text area of 205 mm x 142 mm. Illustrations on disk
should be supplied as TIF or EPS files at high resolution.
All figures should have short descriptive captions typed on
a separate page.

Authors are responsible for obtaining permissions from
copyright holders for reproducing any illustrations,
tables, figures or lengthy quotations previously published
clsewhere. Permission letters must be supplied to Designs
for Learning.
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Style

Use a clear readable style, avoiding jargon. If technical
terms or acronyms must be included, define them when
first used. Use non-racist, non-sexist language and plurals
rather than he/she.

Spellings

UK or US spellings may be used with ‘-ize’ spellings as
given in the Oxford English Dictionary (e.g. organize,
recognize).

Punctuation

Use single quotation marks with double quotes inside single
quotes. Present dates in the form 1 May 1998. Do not use
points in abbreviations, contractions or acronyms (e.g. AD,
USA, Dr, PhD).

New files

On acceptance of your manuscript for publication, you will
be asked to supply the final version in a new Word-file and
PDF-file.

Proofs and offprints

Authors will receive proofs of their articles and be asked to
send corrections to Susanne Kjallander (see address above)
within 2 weeks. They will receive a complimentary copy of
the journal and electronic offprints of their article.

Reviews

In future issues Designs for Learning will include a section
in which books and other significant contributions to the
field are reviewed. This includes both essay length and
shorter contributions. Books for review and manuscripts of
reviews should be sent to Susanne Kjallander (see address
above).
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