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Meanings Found by Farticipants Engaged in Museum
A Study of Four Situationg in

Educational Strategies
Relafion to Musgum and Art Educiﬁ{on Ob jective

Andrea Weltzl Fairchild

«

eaching art

The changing‘attitude of art education towards
of the

appreciation and the éhéqging educational Fol

educational situations were observed and vigitors were
interviewed to discover what meanings were fconstituted by
v
zed to see

the participants. These meamings were anal

clérif;ed through the ‘interchange bet een the visitor and

This demonstrated the .importance of

the animator/guide.
. _ o~

the *facilitator® in interacting with works of art.
o
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'Chapter One .
_Introduction and Statement of Froblem

. ’

Museums consider the following to be their prime
objectives: Eonservation of art objects , scholérly.

Yt « L
research and exhibition of these objects and education

‘about these. However at differentftimes; the emphasis has

not always been equally on all the objectives., At the

" outset , ' ‘ v

"When American museums first emerged as publ1c
.institutions, rather than private
collections, the responsibility for
stimulating an understanding and an’
appreciation of art objects was not of the
museums." (Wolins,1981,p.17) ’

’

‘ Many museologists such as Benjamin Gilman and Sherman Lee

art museums are aesthetic institutions
first and educational institutions second ". (Wolins,

. /, ‘ . .
1981,p.18). They stat hat, by definition,an encounter

have argued that

a

e

with great,worké of art in any form is educational and

pleasurable. Others such as Gombrich feel that the museum’s.
. p '

Vprime social function is to conserve ." ( Gombrich, 1968,

p{EZ ). It is up to the viewer to make -the effort to see

and understand.

\rhe rrent opinion in art education and museum education
¢ A
(s tO recdgnize that the beholder’s task is a substantial’

hne for it is by no means easy ‘to understand . This kind of

a4

1.
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- educational programs . ',

‘delayed parallel- the definit
'Condit makes the conn

. and schools

Y !I, *
'understénding can be learned. Theodone'Low boints ouf

. . | . 1
“...that America has witnessed a
transformation from the recognition that
education is a function of the museum , to
the redlization that education has become the.
function of the museum." ( Low, 4932, p.&4 )

- / N

u ;

" “There are many~reaéons for this-sLiﬂt in emphasis which are
© ' ’ |

Beyond the scope of ihiSvpaper t aﬁalyze . ?he;e,has been

a general democratizatibf of institutions which has also
affected muséums. Education is b iné seen ;s and defined as
a worthwhile abjective which is/in‘'keeping with the the
public’s expectations of éhe role that museums have in
society. Another factor that ; fects the role of museums in

‘education is the increase of’p.blic money being spené;on

museums to develop educational prograﬁs. This hasllead to a

- concern for evaluating and assedsing the results of - '\

N
Y N 1

Museums™ have responded over the years to the growing °
. . ( * ‘
interest in education by deve

1ectures,~§thobl tours, galle tarké . aft wor kshaops,
i ca N . *

ive art classes,% theater

£ilm and media programs, crea
! <

imp}ovisations. Each museum d'velbﬁed these a&cmrding to

its needs, its clientele and udget. The interpretation.

that was placed on the word education paralleled ;though a
‘ \ . k '

on schools had of‘this'word{

‘.

tween museum education

. N

8 ] /. ﬁjw

oping many strategies ' el

e

Fa




In the museum,

joy of learnin

same timé offe

unstructured s
¢

Some ‘other mus

authoritarian

in the field o
air-—-museums, t
aims-to reveal

of orig1na1 ob

o LN

"There is a trend in primary and elementary
education... today towards providing freer,
less-structured educational environments and
placxng more emphasis on learning than on
teaching." (Condit, 1973, p.BO )
, \~\
some educators would &xke to preserve the

g which yqung\ch}ldren exhibit while at the
ring experiences with real objects in an
etting.

eum educators feel ’education is too

a term and prefer to use the word

‘interpretation®. This was defined by F.Tilden, a pioneer. 2
h \

f reconstruction of American Heritage open
o mean "... an educational activity which |

meanings and relétxonshxps threugh the use °

f
jects, hy first hand ewperlence and by

v

filustratxve media rather than to communicate {nformatxon"

(Alerander , 1

whéther it is
museum’s role
colléctlons of

aesthetlc qual

h1storical xmportance.

philosophies, t

.t

979,8.195 ) , / B

calléd 1nterprétat10n or education, the - . |
stems from the fact that 1t/pouses -
real objects :some of thesé have hlgh

ity, while others have more cultural or
Y

(4
& B

It is in:the strategies,and their underlying philnsophies

hat museums differ greatly. Should the

object be éiven labels or should t ere be qéscriptfve s

- ’ 3 . l ' . 6
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.. These different strategies initiated by the'muSeums_to
: . ) . Co -

histdrica] material available as handbuts, or should there

‘be the bare.minimum of facts 7 Should there be a

juxtaposition of works to teach the visitor some concept irr .

visual form oé historical development without further

explanation?. Should there be a concenn for asking the
4

beholder to evpress h1é feelings and opinions 7 Should the

-

,museum attempt to teach aesthetlc response/ﬂ Or does the

)
‘

wor k speak for itself ? . o

N .

» R ~ i ,,/

L]
N

]

Statement of the Prioblem -

Exsdocumenting and analyzing different .educational

strategxes and adult vxewers’ responses ,. 1 hope tD gain

some 1n51ght 1nto the meanings that people make of their .

experienCes. I have decided tc concentrate Qﬂ Co
participatory'experienées, as it is beyond the'scqpe of
this present papén_to-ihvastigate'ali the different:

educational activities of museqma. Byﬂparticipatbry

-

. . e ) . - ) ’
. experiences are meant activities wherein the viewer is

asked to enqage in some adtivity beyorid looking at works of °

art. Examples of part1c1patory e»perxences could be

man:pulatxng materzals, mov1ng about in response to )

ﬁometnxng yanswering questions, or tnuchan_and mak;nd .

“

épmething with materials. - L, - i .

an - N o . . 4
.

»

ey

. . ) 4
. - .
.
. .

o =y
1

s

-
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- for their results in twao main categories.. .o VAL

~and education to indicate a 1eép in imaginatibn " When
R / . . -

Empaihy is defined ,As

* .

- ,.’h

help ‘the public respond to works of art w111‘bélexamined

1. Empathy - Do these strategies.lead the

viewer to an understarding of the artist’s’
.coﬁcérns 5 HoQ does the viewer know what

; .

/ ' are these concergé? Did,.the viewer learn ’
gdmetﬁing new and/or interesting o “'“}/ .

o~ from participating ?

2. Information about the work - Does ;ithe o
o . . : '
viewer acquire art historical information o

* .and/or knowledge of visual language as =&

result of having participated i1n the activity?

“x
-~

Empathy is a word that is used in aesthqﬁics', philosophy

N » , . i -

someone deliberateiy imag1nes hihsalf to. be héving
4

another 3 eyperlence, he is said to empathetitally 1denx1+y
. .

wzth_the other. 4 wzseman 197B,p 107 )

1
L3 ~—

1 ' [ ’ . '
" A word cpined in 1912 to denote the power

. - through which a . person reacts ta' an h . T

exper;ence espe:;ally of the aesthetic type ,
by a'particularly close identification with -.
“the performer, the part. or the role played. -
The observer ’feels Mimself into'’ what is
bexng observed, assimilating the experience
in a particularly direct way." ( Blair,
Jongs, - Simpson, 1954, as quoted by Collins’
Downes, Gr f{iths % Shaw' ,Eds. 1973)

1 . %




I am interested i1n the ideas of empathy as an example of

‘ . the "tuning—-in relationship" which permits communication

L

of a direct type to exist between an art objéct and the

viewer: Schutz(1964) a social theorist ,uses the eiample

R

pflmusicxané playing music together or of the audience -

! Iistening to that music as. a paradigm of the interaction,/f-\~:‘

which makes pbssible fk3;ihg together simultaneously in a

specific dimension of time." (Schutz, 1964,p.162 )

. o - H ‘ }
L] 1 R \ ~ R
. Is there a similar relationship that exists between the

- "

‘art object arid the beholder,e&én though one of these is
: ’ . e -

inanimate 7 Do the various educational activities of

museums facilitate this "tuning =-in relationshjp " 7 What
. v o L
meaningsdhoes the public gain from these experiences?

v
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. S .

Survey of'§rt Edufators on Art Ap&rebi%tion"

(I » b
-

- P

Four differeﬁt ideas gEdht the aims and purposes of ant

educ ion‘émerged in North America at’ the nineteenth
'

century By lookxng at them briefly, one can.understand the
'development of the art‘cd?rlculug in schools as well as the
changlng role ot educatzon in the MUSEUMS . These - 1deas s as

elabqkated by Exsner (1966), were-~ that the teaching af art

would a) lead to the acqu151t10n of useful skills such as
. - 4 . .
drawing, b) allow the child ( and the adult) to express
> . - . ’
his emotions and creativity, c¢).develop an appreciation of

bea@fy-in Nature and Art, ‘d) lead to an understanding of

cognition’ through a study of the structure of.art and its
. e
principles. - . S
. . . ]
¢
- 3
- e 1

o . P
¥

The first of these 1de§é was a practical response to the

,deed of an eherg1ng 1ndustrxal saciety for designEré and

T ' ' <

draughtsmen.' By 18464, drawing was a required subject in
/-

. Boston’s Public Schoals. Many museums also had their

v

’“beg1nnings in thesesea§§§%¢ays for somewhat fﬁé same

reason. The Art Institute: cf C icago laid the qroundwork

"

for tne establxshment ‘of the museym. Locally, the Montreal

’ r .

Museum of Fine Arts grew out -of thg Art Association of

Montreal which offered educational lectures and tourses in
4 2 :

'drawiﬁq. T : . N

o>

e L

R
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4

Jhe second goel‘lhar‘arﬁ educatioh was concerned wi;h,.grew|
out of the psychology moyement of the niceteenth‘centory.

The works of John Dewey "and S1gmund Freud. ‘as well as many‘
bthers.x1n+1henced the development of the Ch11d Study g

Movement. This movement had a profounthnd,lasting effect

on education in general.llt was mainly ‘cohcerned with 'the =’
- N g . .

<

- The fourth goai of ‘art educélion.placed embhaeié on”

child and her development ,both mental’ and physicdl.
Instead of trying to impress on-the,ghild certain skills,
it recognized that the child‘hig;sdﬁethinb to express. The

most vocal phoponent in af%*éoucation was Viktor Lowenfeld

-~

to whom I'shall return. ' ' [

oy - . © ‘ 4

The tthd goa1~o+ qrt educators, wh1ch was to apprec1ate
S

beauty in Nature and Art s  was achieved®y a strategy

‘called Picture Study. The p}étures studied reflected the

taste of the late Victorians especiafly that of Victorian

.

school administrators.  The epphasis was placed on the

narrative content of the picture and its assumed ethicel
T ’ N
‘values. Its purnose'was to teach the children.to know the

"

joy from looking at masterp1eces and to be 1nfluenced by

the hlgh ideals found in them. Interestangly very ¥1tt1e,

.

contemporary ar; was studied , rather the. waorks. of

‘

Renaissance painters and the<genrefpéinters of the

1

Victorian era. Presumably these were safe in. content and\

. ideal. B ,

" - s 5.

- L. .t R )

8. l
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understanding the principles that made a’ successful work

- =

Co - , X A
of art and the processes of making art which illuminated

&)

cognition. W. Sargent efblained s " Drawing is a langqage s

a mode of reprddu:1ng jideas and as such is a means of

.

lforming and developing ideas...Drawing becomes a tool with

which we think=-." ( Sargent, 1912 )

-

B

Turning néw to the twentieth century , 1 wish_to examine

the following apt educatﬁfs guch’ as }Dwenfeld, Read., Tavlor

Ggitskell % Hurwitz, Barﬁén, Chapﬁan. Madeja, .Feldman,

;. Churchill and Lan;e%, for their éducatiqnal philosophy:
‘egpecially as they émbody the above éoals . They were ,

. . N . ’
chosen because they were educational writers who were
. ! .« .
influenti¥l in the training and formation of art educators
' t » s . nu‘ ¢ 1] -

of North America. Thus their ideas found expression ih many

art rooms. I want to focus oh;their aims and -orientation
with regards to interaction With works of art i this will

not be an analysis in deptﬁ of all their ideas .

’ 4

v
.

Lowenfeld’s philosophy of art education i's an éuémpIE'E{'
.o, . -~ ) . B
idea-thaﬁ'art would help ;he child express his creativity

"and emotions{ As toweﬁfeld was concerned with the

,fnégmentation that he.saw in'society‘;n the 40°s , he' felt

-
LS

that through art .people would achieve ’wholeness’; Hig
Eﬁg

main goal was ta hel he ‘child self-identification with:
o e - ;
what she is and what she does through a chosen medium. As.

\

Ldnsing (1969, p.16) explains: EN

oo T T h

)
A
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‘Another widely read and influential writer was Sir Herbert

. on ant education . In his book , Educationuthrouggfart .

" Viktor Lowenfeld measures the value of things
by asking how much they contribute to the
formation of a sensitive , co-operative' and
peaceful life. He maintains such a life i's
enjoyed only by the whole”xnd1v1dual“ the
person who has developed his th1nk1ng .
feeling and perceiving to an equal extent.

. Art in anenfeld s opini'on produces the whole

’ man. "

3

- ’
-
v

The art-experieﬁce must focus on the creative act of the

child not on the }ole‘of art in society.nor upon art as

appraciation. In his writings and especially in his most -

“

‘widely read book Cﬁeatxve and Mental Growth . he never

refers tp famous art works nor to famous painters. Thgé

\

responding to works of art, or learning‘about.the concerns

of artists is not relevant to the teaching of art.’ }

.
1

v

> . . «

Read ,an English dogt and critic . who :wrote extensively

12

« ‘¥

he proposes the assthetic method .in education. The aim of
. " ;

KY

this type of:eaucation is to giye "...the child the
. PR ..\ e N

necessary confidence and skills to gévedop a new but duite

naturaf medium of éxpression . " (. Read, LiQ}, chp. & )6
I'd C . ~ . st

\ R B .
’ . . , .

4

.Read’s theories émbbdy\a cohﬁle of the objectives-

'

mentionad abave. Art education would lead to self -

exﬁrassion through a visual medium and would also provide a

S ) o :

way to understand the thinking processes of the child = ™ a
" ‘ ) .

P ' ,10;
4.
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new window into the child’s mind ." « Read,l?bi.chb.ﬁ)
But FRead also wrote about the nature of the aesthetic
experience showing his i1nterest in responding to art as
well as making art. Keel (1972), in' his artigle on Read’s
aesthetic concepts, points out that Read moved in his

writings

“...towards a definition of aesthetlc sensibility

as a kind or quality -of psycho- phys1olog1ca1
operation 1n the human nervous system which
can be contrasted with a more limited and
restricted kind of mental functioning wh:ch we
call ‘intellect’. (Keel,1972,p.5) "

This sensibility, which at times Read referred to as .
identification , empathy, or *feeling -into ",allows
"profound ‘communication involving the feeling responses

evoked by the forms of the perceived object by the

individual ." (Keel, 1972,p.5).' Throughout his long career

. as an educational philosopher,Read attempted to encourage

b

this ’aesthetic faculty to be implemented in the teaching

3

.0of art as a necessary component of & humanistic education.

/
Iy
\

However ,even though Reaq pointéd to other directions in the
teaching of art, art ‘eduéation was domi;afed by'the idea
of art-maki&g to develop the whole cHild. This lead to an
emphasis on salf%gxpression:ratheF than learning gbout the
content of art or responding to art. Yet even by ‘the 1at;‘

50's , art educators were begiqhinq to take a long hard
i

look at thé results.of all this bmphasis on self—

11.

-

»
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expressiaon. Joshua Taylor (1959) in his attack on the
teaching of art in the schools ., pointeq out that,at best,

the aims of aesthetic education were vague and

va

unattainable . At worse, it taught children meager skills
in art , but did not teach artistic sensitivity nor any

appreciation of art.

“The fault has been that the obsessive "doing’
‘ has crowdep its way into areas in which it did
not .belong: it serves not only as an admirable
therapeutic practice but as a substitute for
art itsel¥. " ( Taylor,1959,)

A

ol .

14

By introducing art,appfecxatioﬁ at the age when young
adolescents begin to doubt their own abilities, " \The

impact of art need no longer be bouﬁd~for him by the limits

- of his own dexterity but can extend itself over an infinite

N

range , inviting new inquiry and explorations."

'(Taylor;1959)

Téylor strongly recomménded‘linking studio work to the

study of works of art, " ... s0o that matters &f composition

and form do not separate themselves from artistic contert."”

(Taylor, 1959) He also emphasized that a student should

learn to "look creatively ? as well as to make cregiive art
works. Sao, it can be seen that by this time a concern was
beginning to be*shown for respoéding to arf.Not in the

same way as it had been‘proposed in Ficture Study with its

emphasis on the harratiyg content but rather op making

[
N

students aware of the aesthetic content7of art.




A

components of art works and ...to be semsitive to the. . i

" nature of children and of the nature of art are an

,
e

~

Another book which was widely used’in thehformatiQn of

teachers was Gaitskell % Hurwitz ’s Children and their Art, !
’ .

which includes in the general art curriculuMm a section on
teaching art appreciation. They suggest:

"Art appreciation as distinguished from . r
sentimentality , seems to involve the whole
persorality . What '‘a person is -emotionally,
intellectually and socially., will determine
his ability to appreciate art. . This ability
is not innate , but is built around and on the
innate, 'so that some are able to acquire it
more quickly than others. Art appreciation
) appears to be the result of "prolonged
~education . (Gaitskell % Hurwitz,l?SQ,p.41§)

A

-3

t
:

'By art appreciation .wés not meant the' “final act of

criticism which would be too difficult philosophically and
practically." (. Gaitskell % Hurwitz ,1958,p.416) for a

'

' : ‘ LV
child.. Instead the stages preceding judgment : descriptian, o ///
analysis, and interpretation , which they felt can be . /(
'taught to. young children, . C : . -

. . . , ' - : .
: AU

»

One method to teach .art appreciation was to work from the / .~

expressive mode,’ (making something), to an appre&iationgof

'what-otheerhave achieved in the same medium. Another is (f‘,“

forlfhe teacher " ...to be thaoroughly acquainted with the

childrents perceptualland'linguistic capabilitias." .

‘

(Gaitskell % Hurwitz,i?S?,p.419) Sao, a kﬁowladge'of the

s

'eésential qualities to help children appﬁa:iate of art.

13.
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aesthetic education was introduced in ;he’late\IQEO’s

H¢aever, when gne looks at the whole'SF the curriculum
§uggested by Gaitskell and Hurwitz, most of the emphasis
was on studio activities and.qegeloping“the whole child
through their art. . - '

. . . * ,

-In 1965, at a conference of art educators ét Fennsylvania

State University, Manuel Barkan mada a strong plea to mave

away from thé basic art education of studio-based

L]

activities. He ,too, felt that too much of the content of

the d15c1p11ne had been lost for the therapeutic notion of

developxng the ’whole ’ persaon. He proposed the tdea of
aesthet1g ?ducation ’ qhich would bBroaden the cufriculum

to include art ériticism and art history.

.

_While Barkan’s ideas were not, exactly brand new ,having been

around since the 30’s ,"...the theoretical base for

\

' -

through the writings of Thomas Munro and later, "Harry

Erouqy.." (Made ja,1971,p.17 ) ﬁhey'noﬁptheless had great

impact on'thn art educators of thé time such as ,Feldmaﬁ;

Chapman- , McFee and.Madeja . Obviously the ;imE.wés right
for these ideas to be réceived and implemented. The

rationale for aesthetic education waé stated aé t I

v ) . .

"The most sensitive makzng of art cannot lead to.
rich comprehen51on 'if it is not accompanxed
. . by observation bf works of art and reflective
' thought about them . Neither can observation
and reflection. alone call for the 'nuances of.
_feelzng nor develop the pommxtment that, can

i3,
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. result from personal involvment in the making qf
art . The reciprocal relationship between learnlng
to make art and learning tao recognize , attend to,
and understand art should guide the planning of art
"instruction . " ( Barkan % Chapman .1967,p.7)

™

Made ja (1971 ) who had been influenced by Barkan's ideas,

thought that it would be appropriate for youﬁg children to
be exposed to a "... wide range of aesthetic phenaomena" 1in

interrelated arts so they can' "..appreciate the intrinsic

° . ' .
nature of the aesthetic experience . ( Madeja, 1974 p.19)

Later. as they progress thrOugh the schook system , they can

\

spec:ah e in those areas in which they are most- 1nterested

and skilled . This view of aesthetic education functions

.
“u

much as does the teaching of science does 'in an elementary

{
schaol - giving a broad overview of all the sciences to

dllustrate. scientific prvin'ciples. _Thus aesthetic education,

would- teach the general principles of art and how these

-

operate in many art forms.
y &r

In his book Becoming Human Through Art . Feldman states his

-
2

aobjective in teaching'ar't, .o, aesthétlc edt;l_caticm has E'o
be appr«;:af:hed through concrete examples of hur;\an creativity'
rather than general 'principl e;_thatq presumably und?rlie 'all
tybes of creativity ." ( Feldman , 197(5, p.38ﬁ2, )’ In thi_s'he
disagrees wi‘t; Madeja who feels that'the 'under'.lyi”ng
principlgs of all the arts should be taught in ..;N curricul um.
For 'Felldman the source and ,inspiraf;xon for the teaching of |

an art curriculum is to be found in the works of artists. -

15,
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He als; devotes a tonsiderable part of hfs book in

. o descniﬁiné‘ﬁow teachers should init:aie'apﬁroaches to .
p 1 ’.icoking'at‘wonks of art with their. students . This has

become a model (with variations) for ‘thér wri@e?s an

responding to art such as Mittler (1?7*) and Johansen -

(1982) . The model includes tﬁe follo&; g steps : a)

description b) analysis c) intérpretati d) judgmeﬁt;./

‘

»

In an art program for pre-adolescent Black and Fuertp Rican
children,Angiola Chhr;hill used art appreciation and

responding to art works with much success. [n her book Art

for Pre-Adolascents, she describes an integrated humanistic

_dpproach to help these underprivileged children .

," The art appreciation program was higRly
rewarding THe children touched, held, §troked and
took temporary possession of the Africa

: gculpture; it was a warm emotional experience...

‘ : ,There can be no doubt about the psychological,

' tr ego-building value forgblack youngsters
contact with great works they recoghized
out of their.own cultural heritage.” ( Churchill,
1970, p.& ) : '

fn

She emphasizes thé importance bf usiné‘ Qorkéhof art as\the.
- 0of concerns artists have had and how these are. resolved .
. Another impartant objective she had in Fhe‘ﬁe$ching o;‘aft
~hic'story‘i‘s to teacp  a child‘to "...aecipher the ;ess;gés 6%
his culture." é‘Qhunchill,:i970, p.138 )“éhurchill’s géaliv"
¢ reflect a conceﬁn}fc% a therapeutic aépect Qf'respohd}ng to
;art wh;ch'was*ﬁot case‘ with Barkan.and the ofher writgrg. -

16 . ,
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Laura Chapman , who . with Barkan.wrote the guidelines for’

the curriculum in aesthetic education. states in her brok,

L]
' ~

Approaches to Art in Education (1978) , her main objectives

in the teaching of art :'a) personal fulfillment through art
experience’ b) transmission of artistic heritage "o
awareness of artjin society . : .

She, too.points out that.,by and large, art educators have

T

5

shown greater intergst in the making of art than in
developing the faculty of appreciating and responding to

art . In her currxculum, she emphasizes the necessity of

!

Eeeping’these t?ree obj;ectives developing side by side . She
uses the bifoad categories of Formalism . Expressivism and
Real1ism, which she feels would appeay aAd be undgrétood by
adolescents, as a model to initjate discussion . The @Qrvs
can be compared and concepts about them Fcrmulétéd. At .all

times,she makes the link between the world adolaséénts live

1n and the art work they produce and the werks of‘aétiéts.

-

‘The debate over how much emphésis to place on respondﬁhg to

. . \
‘art versus art—-making only , has shifted by 1984. Lanier

’

advocates a curriculum in the schools:to teach aesthetic

1
a

literacy, art criticism and art history instead of studio

activities. FEefore, art hxstoﬁy ahd‘art appreciation were

v
D

seen as the smaller part of the curriculum. Lanier now
suggests o*ferihg studio art only to a few students - .
‘who show ability and interest . He feels it is much more

1i7. Cot




important to, educate the larger group of students in the

basics of aesthetic literacy. "éeéthetic’litera;y préécrmbea,

. LY . -
that the prfncxpal function af teaching 1n the schbool.i1s to

ensure that the pupil becomes a knowledgeable consumer of

.

all the visual arts, " ¢ Lanier, 1984 ) The réason for the

’{";}4 . ) -
generally weak position.of art 1n the schools .he says, 1%

“l -

[P

that the content bflart was lost in the scramble.to promote

ali\the positive effeéts that art .colld have on Ehe child.
In oﬁhér woéd% « art'was tgu?ﬁt for developmentél reasans
—enhaﬁcing the quality of 11fe,;1ntergrating tgﬁ bersénalxty
of .the child, developing creativity in generél e in%teéd
of teaching what it really 1s:. However ﬁLanier porints qut

t

that none of the claims that art educators have made far the

]

teaching of art have been #ul*fﬁlgd . Thisg has icaused a

¥

certain disenchantment fn the schoals with the arf programs.

B . f
Lanier reiterates the arguments of other art educators on

.

this point taﬁiné‘his argument to the extreme position.

Lt

s

) { , c
In his latest book, The Arts We See:a Simplified . .

Introduction to the Visual Arés‘(l?BZ) he deals more

Ld -

positively with issues on responding to works oflart. He

suggests a’ systém based on Efland’s categdrtes of

e, : ’ < . - ¥
Imtationalism , Formalism , and Expressiveness as a way to

begin discussing works af art,as did Chapman. To these , he

adds a fourth category which depends on m?anings that can be

found 6ut51de the work itself. It 1s probable that meanings

found in an art work or importance which is attached to the

-

18. . - L
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work may be very different from those of the maker or .

-Whileg Lanier represents an extreme position, nonetheless he

"Art educators may have ‘tg deal more with the content and

1
L

y
y

those. of people who lived at the same time as the artist.

Responding to art is a transaction between the viewer and
{

the work of art.’ Sameti mes' there is effective communication
* The feelings-én’ the observer are likely to be close to

those intended or felt by the artist ...in other

N Pl

instances.. .1t is unlikely ." ( Lamier, 1982 ,p.34 ). =

U ) .
makes certain points which are iinteresting, His concern for
i . s , 2
teaching visual literacy to the larger part of the

-

population . rather than trying to make artists of(tﬁem bears ‘

some 1nvestigation. His ideas also open a way to investigate
,/ . .

< , ‘
and integrate the *fine arts® with the media arts df T.v.

and cinema. ¢ , ' ‘ ’ r

. ; - |
As can be se::.fn from the above review of art education aims
and practice , there has been a changing attitude toward the

teaching of how to respond to works. of art . This is due 1n

'
[l

part t'q the :dhanges in .‘the aims’ and avowed.pdr'poses of art

“@ducataion . Tode(y art Aeg:iucatorg\ are no longer in the field

.t . . 4
of teaching art skills to fulfill the needs of society;
nor is there ‘mLQ:h interest in studying pictures to learn

"abou.t Idea“ls and Beauty. The model of teaching art for
developmental and therapeutic reasons has also come in for ‘

some‘heavy criticism.This is showh in the disatisfaction

with the ° aesthetic model’ propesed by BRarkan.,et al.

19, ‘ ) _ .
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/ discipline- of art. Aesthetic literacy may be the next - -

: ) §
goal it has to achieve. . .
' S
If aesthetic literacy is to be an important.goal for art
' u
' - : - . . . . Y .
educators, what better place to put it into practice n. in J
! museums ? Where is there more abundance,K of real art ohjécts
with which to interact 7 How can schools uge this alternate '
N N N A . ’ * ‘
. learning situation ? What do museums do to facilitate )
aesthetics ? How successful are they ?
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. ) ‘ ‘Chapter Three ~ ° _—
»h . 4 ' Survey of the Role of Museums in Education -

! | ' '

- o

s

P

While most'people accept that museums were founded on
' ’ the principle that some sducation of the public is a
’ . v [ % ' ’ °
{5 . gdesirable end , the subject of education in the museum
N ’ -~ ¢ ! ‘

' elicits strongly held cpiniéﬁ; as to how,this is to: be

effected . The profeé;ional.museum educator . being .

/ﬁ . ' responsible"for the deVelopmeét’af the actual programs ., is
‘ 9 \ : o i ez * -
2 ‘ - ~ caught in the middle of a comprex—series of relationships -
r . - \ !
.0 There is the relationship with the curators and eihihit

‘QEsigners who have direct respeonsibility for the aims and
P * A f‘ . * .
-~ ' content of the, exhibits.|/There is the relationship with the
\ 2

vart community and the artists who also hayeiei?eét input in
the conteﬁ% of the shows . Then there is the ‘link with the

school Lystems and the children whom they bring to the
: o B - . }
museums . Last but not least‘, there is the general[pdblicx

v

N, - LY
-With thedr expectations and concerns. These factors are not
i N , [1

Kol
arwéys compatible and often pull the museum educator in

&

di fferent directions .

§ o A .
/ While taking into consideration these-different factors ,

-~ . . thdPe seems to be a twofold attitude‘toéirds museum \ .
’ _ + education . Kaufman (1971) explains fh;;e t@o different
" o ' ' po;itidhs as "Lonesome Looker or Less is More " and the’
g\\w (" Cohmunal,LLllipop'or More is More " position in
| edgcazion. v : :
\ ~ : | . -

’ . ., . {‘ , . ) . .
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He says that the . first positién gréws out of the'morej

o

traditional view of the museum® s role wh1ch is to preserve,

. .
)

display and study the collect1ons. There’ 15 an
understanding ﬁhac the viewer is fcee to come and go
éccording to her needs and perceptions.She ie'eccorded the.
same respect‘as thefobjecf is ;qeducafional endeavore only.

interfere with the direc}'relationship between Ehe viewer ’
\ . . - .o Voo
AN

and the work of.-art .This educational position favours fhe

"

o

educated « perceptive and sensitive visitor . While it seems

~

to have "elitist overtones ;'it is balanced by the

v

democratic eccessability_ef the museum ." (Kaufman,lé?I,

]

Pl NQW «» should the viewer: not perce&ve'nor understand ,
the fawl't lies with the education that the viewer has had.

(or not had) in thg schools '.According tD this view , it'is

I ]

not the museum’s role to educate the viewer in. aesthet1cs,
states Kaufman .. . T ' . \ ;

'Kaufman-traces’the other position , "The Communal Lollipop

tH

to a grow1ng reform educatlonal ‘stance Wthh recogn1 es that
aesthetic upderstandlng does not happen to most vie1tors.‘,
v ‘ . . . o 4 . . ,

Being a public instltuticn sSUupported in part by publicl

monies ,the museum is generally viewed as hav1ng a s
\ ' N I bR \ .!
reepans1b111ty to educate the. publxc .To do thi's, it is" -

expected thap ghe museum should reach cut to ‘the cSmmuﬁiﬁy-

s~

3

in a mare eesertive way“. All people should share in the

benefzts and pleasures that are perceived to be part cf a .

MUSEUM’ S funct1on . T el RN ".u ‘

w

However , Kaufman eees cﬁe danger with-this.approach to ‘be

s . ’ .
. . . .
__.-M.,.f : . e e oo g o i o oy e
S " b
\ » ~
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'"..;the manipulation of the fndividuak\in grogp situations ,

v

no matter how altruistic the gqéis » and & further
. oo , ] ] e
diminution of self-realization ..." (Kaufman ,1971, p.12 )
. ' ' S Y . . 1 "x
He dges not support either position exclusively ., but feels

-

i

that a museum sﬁould offer both types of activitigs ‘and

" that " The Ebnnecfing element is obviously art

eaa” (Kauiqan,‘igzlﬁ p. 13

p ]

. ‘ ; ) ' *

An example of the ;Lonésbmé~Lcdkerf approach is to be found
1 ‘“ . T ' R *

in Gombrich’s ideas dealing, .}u_th the_ educational ractivity’

- ~

PN ‘ ‘ .
to be found in museums . 'In his opinion , a museum’s prime

o B

social function is to conserve . He deplores the madern

. tendency "... to change , to do something , to show
S R 1Y ~ «
‘inpitiative , to assail the public with fresh impressions...”
.

(Gombrich , 1968 ,p.‘82‘f The museum 15:Tnnatéﬁy

»

stonservative soffering an example of the contempiativéﬂﬁode
~ of experience .

I

“The viewer can exercise her taste and preference by

/wandéring about, comparing and studyfhg the ‘art 6bjects,that
’ delight her. To Gombrich this is neot a Passive expe?ﬁence
‘but rather " .;;y¥ a beholder,is to see and understand ...he-

must make an.effort ; not an intellg&tualleffort_

- necessarily, but an attempt to make contact ‘which
. . . o

R presupposes the cbntemﬁlative «the reflective mobd. "

<Gombrich§1968, p.79 )'This‘attitude is clearly an example
of Kaufman's ’Lﬁnesame Looker’, placing the responsibility

.

n o
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-

for learning to ’see’ on the viewer .’

.
.

In Gombrich’s mind the educational responsibility pf the

3

museum is met Sy the quality and kinds of exhibits that the

museum oFganiées. He prefers whaole collections being

avallable to theé viewer sp that one may study these and
tra1n one’'s “eye’ by comparing 1tems, rather than quators

-

choosing special items to be displayed,

.
*

~ ° . . . '

¥

)

'hndther art historian . wohljlwho peéches at Yale uniVersity.

is very concerned with teaching people to ’see’ wh1ch he
~

feels is the purpose of both museums and schools. By see1ng

he means "... the ability to empathéﬁicéliy'apprehend visual

~
:

‘fBrms-y" (Wohl, 1968, pil ) He po1nts out that there are

3

‘ usually three methods used ta develop this ab111ty . The/

first of these is SEE1ng~by—do1ng that is to havé

7experxance with the med1um whxch does develop a L1nd of.

sens1t1v1ty not ppss1ble by any other means. But he is quité
. 0 , I - . .
dubious abdut how this contributes to the complex business

[

o + -

of seeing .

T -

The second method used to teach seeing is based-on' the .

-

psychologzcal theories of the Gestalt1§ts } such as Arnheim,

Albers . and Gombrxch . "The Faws and habits of how we see —

w

vision—- is the Pey to understanding form.' (Wohl, 1968,p.%1)
s ,‘/ R i '
This he feels is'usefu} in-shedding libht on how artists

]
v

? N . . . !
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manipulate the elementé of art but it seems to cast doubt on

the existence of the external abject (the work of art)

“ ... as if it were a creation of our minds ."'(woh1,1968.

p. . 322))

fhe third methoﬁ and the one used by wshl in organizing
éxhibits‘For the Yale art gallery , is to display works
of  art to‘shoyvthe development of themes and forms in art.
In other words,the teaching was done by the organizing | )
concept of the exhibit o% the art works themselves. Learning . .~
occured ofganxcally rather than‘didactically. wohy agrees

thqt muséumsthDuld educate to see.aﬁd £hat the ’
respansibility for this rests with the designer of the .
shows. It is not through ’ac%ivi}ies * but by contact w1tﬁ

edcellent examples of art juxtaposed in certarn Qays ta

- . N

teach people to see and understand the evolution of style.“
v ' N

. . " y
Another 'consideration in the practice of museum education o ////

that is pointed out by Clark (1978) is the difference in .

" the origins of arﬁ museums and art'galleries which affects

the educatiohal‘Qork being dene in pﬁem. Art ' galleries

originated as ‘the private collection of a king:oﬁ a nobleman

«

or,today ,a millionaire. The Gardner museum would be& an

exampiegof the lat;eF ..There is a personal quality to
these muéeums that " :..reveals a delight in excellence ."
M . o

( Clark ,1978, p.2 ) - - o




‘-Iﬁ contrast to galleriesy Clark states that arf museums on

" the other hand, are generally seen to have a responsibility

to show the whole history of art , the high points as well

. -

as the developmental examples which may not be of such high

‘caliber. Many art museums had their origins in private

colleé;ions » but since then have expanded to include
v, - . Lo, L I
examples of histor;Egl pieces which do not necessarily show

excellence .Education in an art museum has'to deal with

N .

quite different realities than does an art gallery, while in

'
s

both situations, it has to stay true to i@s'gpal of "...

{

integratxng’iﬁtelliganﬁe and feeliﬁg:".( Clark,1978;5p.4)
Keepind'in m{ﬁd the two different ofibins Pf museum;,Clark
mentions that the museum educator should alsalconsider the
age of the visi;or.His suggestion for a program of educﬁtion‘
féF a museum would be that young-children should be given
ampla'ophortunity to go to museums and gallgrfes in the
company of a. sensitive teacher. The teather should , i1n the
case of young children , relate the works ©f artists to the
themés'éaq’imageé Af thé child’s own wark ; for older

children ,information about the work of qrt:és an exemplar

of cultural history'should be given as well as the above, to

' awaken a sense of history . The teacher'éhogld also vividly

describe the subject of the art wark (contgnt') to develop a ‘

sense of wonder and delight. In this way, he feels tbét both

-

aims of gallery and art museum art met : an understanding of

historical development and a sense of delight. Clark (1960 '

s

o

26,
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p.15) describes his idea on ldokfng at pictures :

@ . - ’
{ v I believe one can learn to interrogate a picture
.' in such a way as to intensify,and prolong the
-+ pleasure it gives onej...and if art must do some-
thing more than give pleasure « then ’knowing.what
one likes * will not get one.very far .Art is not
a lollipop o or even a glass of kummel, The mean- .
ing of a great work of art,or the little that we .
: : ~ .can understand , must be related to our own life
in such a way as to increase our energy of spirit.
Looking at pictures requires active participation
and, in the early stgges,'a certain amount of .
discipline ." ) .

.

S0 , according to Clark, it can be seen that looking at
works of art is disciplined work which in the case of
children needs an in{ermediary. such as a sensitive teacher.

However, he does not feel shepherding adults thrnugh museums (

is a good 1dea. Enaoyment 15 an 1nd1v1dual th1ng and that to
.\ M . » s
a large extent what museums are for.
¥ . ' .
L A * ot

L . Another very 1nterest1ng yet somewhat s1m11ar attitude is to

be found in an article by Sahasrabudhe -. He feels museums

have a very important role to play in the gducation ‘of .

-

chi&dran by bfinging them into contact with real aobjects in ",.

a "creative way® . By this he means for the world of objects . ' o

Y

to be 'refound’ in a planulland parsonal. way so they can be

énjoyed . Today ahe says that we teach'chfldren to look at

e objects in a very utilitarian way :"What does it do ?".

"

He feels tha;/we have neglected in our culturé the capacity

e

'

s i S o

e \ ... to respéﬁdwvisually to the warld of objeéts.“'

(Sahasrabudhe,l?le, .52 ) . We are obssessed .with words , B

7

: - | 27.
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»

%eeliné that the ability to name somgtﬁing is the equiValent
to hav;ng grasped the objects’s inéffable quality . But. |
naming is essentially a quantifying ,,cétedori:ing process
of discovering the usefulness of things. But in the act of

- 'creafive‘perteption’ a personal relationship emerges with
the ob;ec# .SaHasrabudhe suggegts that by examining,
csallengingr,ada questioning the:experiénce of ob;ects in a

free and playful manner; childrem develop a sense of being
able to afrt1c1pate 1n the 5tructur1ng of their world . How
best to do this is the challenge of museums wha muét take an _

active role in this process. g

The lack of clear and grounded thaeories of<learning in
a museum , is the issue that Kur&lo (1976 ) deplores. She

too , {eels that the chlef value . of museums i3 that it

L placas the visitor in contact w1th large numbers of art

objects and artefacts. Baging her 1deas on the writings of

Herbert Marcgse «she points out that there is a ;on+11ct

1

bétwaen'the museum in its role of"conveybr of'cultune’.and
the schools in their r IP of dealing with ’civilizétidn’.or
the ﬁgcesgity éf life. As indiyiduals'pring pheir '
stereotypes and ;ethnocantricity'to tﬁe museum visit,

the confrontation of his world view witﬁ fﬁat of athers that
will be found in a husgum“, is the essence of the
educational process.In fhis way the viewer érans&ends hi;

own time énd "...deepens his understanding of ‘the human -

\experience. "'( Kurylo ,1976, p.22 )

v N v ’ '.
28- . 3 ) ‘0




. f . . J‘
)

. The learning that should. take place in this encounter is the

'

responsibility of the viewer not of the muéeqm’s. She

-

'suggests a’ "learpning contract ° to be drawn up between the

visitor (student) and the teacher ,whereby the abjectives to

be reached , the strategies and the evidence of

-

accomplishment are decided. beforehand by the teacher and the

‘student.

" While. Kurylo’s ideas about the confrontatipn that occurs

between the visitor and the cclleig}on\of objects in a

Mmuseum is ingeresting and important , it is clear that she

believes that the museum’s main role ta be in collecfxng and
preserving the art objects. Her suggestions about teaching
by means of a ‘learning contract’ were not clearly explained

hor was it clear as to which criteria and objectives would

‘be included. There was no connection beyween Her,thgcry of

learning and its practicein a museum. ) ’

Thé current view of the educational role of the mugeum Hgs'

3

',deftnitelyﬁshifted away from Kaufman’s ’Lonesome‘Looker“ v

position towards the ’Commuhal Lollipop ° attitude . That

is everyone is entitled to know and understand what éll

~

those® connoisseurs and art historians are saying f After @
all, muUsSeums are public'institutiops often suppﬁrted‘ by

ﬁublic mon{es and are very much part of the saocial fibre of

our roiety .. As such , spandingnéonpy to educate people

about works of art is s@en to be a very impartant part of

-

L

1




'respbnsibility of learning to the visitor , "' fostering

Y

- 5 . . ' i 1

the function of the museum. However, by accepting money for

the devéloﬁment of educationaT programs ., museums have

also seen the imposition of goals set by outsxde agenc1es .

'

Welins points out that it is very 1mportant for objectives

N o

ahd learning theories fo'be developea from within.the-
museum . After all, museums aré_best suited to know their .

awn collect1qn and cixentele. The issue has become not

i

whéther to educate but: S
. s
S
" ...appropriateness: the institution s
‘. selection of the means of i1nterpretation
which relects the ideas, concepts and human
values associated with -the objects 1n 1ts'
collect1on.” (Wolins, 1981,;p. 17 ) ‘.

»

-

Wolins feels that thehdanger of relying on the well-—known.

auided tour is that it somehow fails to traﬁsfer thﬁ\e

v

«

'bassiva learnind experiences ". ( wdlins, 1981,p.-19 )

Even sQitching to -sophisticated dadhineé or gadgets that
gmbart fécts ta viewers ' only replaces the guxde by a

machine ; 1t doasn” t alter the mode of 1earn1ng in,a

fuﬁdamental way . . - ) -

expartence is extremely complex and many factors af+ect the

Educat1ona1 outcome. she points out ..More‘pert1nently.,

_museuﬁ éducatbrs must accept the fact that 1eafnihg doesn’t

. o < . . ‘Q',
occur necessarily as a result of being taught. . " A variety

H

of learning opportunity both'sele;teqvand unselected

s

" 30,

, ' ' i - - "
, o . ’ S | )

L ?hare must bé a recognition of the fact tﬁét the museum'
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~

»

experiences , exists in museums. " ( Wolins, 198%,p. 20 )

.
‘

]

Wolins suggest that museum educators must make a real
t . ‘ ~
effort to move into the community and not bé cdntent with

the school tours. Museum educators should be on art

commi ttees, deal with the nedia and help all +kinds of '

.
groups to use the museum’s educational resources. In ‘this

¥

. wWay ', the'public will be more aware of the resources
.available to thgm . The museum then cah act as support to
'fgroups who wish to use‘theif facilities, and develop

" programs for their use:.

Another indication that museum qducétion has moved into the

*active® mode s is the monumental survey of the educational

‘

programs of most American museums ,by Newsom and Silver

(1978) . The backbone of this survey was . a series of 103

intensively researched case studies which provide an-inside

view of some long standipg'.varied.and interesting

educational programs. These, as wall as other shaorter
studies, were observed. to examine‘the various ‘ways in
which the museum fulfills its educational role vis-a—-vis,

the'genéral public, the young and their teachers, the

university students and professional audience .

”~”h
}

i

, area which this book did not iﬁclude, . Was the
evaluation of these educational programs . because "...no

museum staffs encountered in this project seem ever to have

o . . 3.

'




LS

. . - . - ' .
- »

. .jcenducted research of their own to determine whether
programs jor children had suceeded . bver time{ in

o ' . " developing either ers or practitioners of art. "

. v . '

< Newsom 2 Wilver 1978, p.7 ) \ . ‘ K kK

‘ . . -
*

E Finally .in an address at a %onference of-Canadxanﬁart-

educators ' in 1982 , "Greenspan discusses the probfems faced

.

by museum educators and art teachers alike l She traces the

¥

current malaxse to the undue emphas1s plaCed on StudlD ¢!

‘

activities as a means of developing the whole child’. The

s

concentration on the therapeut1c release area ° to the

exclus1pn of other parts of the dissip11ne of art has

“.l.bpxeﬂ art teachers into a trap." ( Greenspan ,1983; ) : oot
p.44 ) 1t should be realized that most people have‘neithef
the skill nor the desires to be art makers, yet art

‘aducators lose the opportunity to reach these same people : il
who will be ’consumers ’ of art. Feelfng good about

- . yourself is not the exclusiwve province‘gf.art making, she

A4
- . ’

. . o eaysf' 1t could be the goal of .many other disciplines., What

‘is exclus1ve to art is 1ts sub;ect content H teachlng this o

. )
’ thuld be the goal of both art teacher and museum educatar
alike.-

v ~ .
- ® . o

Greenspan sees her role as a museunm art educator, as dea11ng

w1th the classroom teachers by providing teachlng kits, 3

workshops and guidance in curriculum development in v15ua1

I . o

'11teracy. "More and more as a gallery educator o feel it

’

w

. . T - . o ‘n" P $
L ‘ , 32. , |
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ot

is my 5§b to.work more closely with teachers rather than

students - teachers who share these common goals and "\5
concerns ( to develop visual literacy)." ( Greénspan, ) -
1983,p.46 )

'

"‘ *\.‘V ’ e A . f ._‘- . I' K - '. .
This review of the way in ‘which educatian has been BRI , '
gerceiéed by dffferent writers , be they atﬁ historian or :

Musaum’e&ucatoﬁm\éhbws a ghift ?rnm'Qiehing visual

education as “a responsibility of the visi?ar to seeing it

P . .

-as the main area of development in museum work today.

- .

There are many-and exciting. programs being practiced . ““ )
2 . , ‘ ) . e e '___7‘/,. (
accross- Canada and the United States. The question that . o
N “ . v . " .- ¥ ~

remains still to be answered is: " What is the effect of
these pﬂsgrams and hqh do erse,in\turn, ihform art

educators so they can formulate a comprehensive. theory of C S

°

N ) -
¢ ¥ - . . f . .
1 . . - : . .
learning 1in a museum 7 " . g - . <
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Chapter Four ‘

]
©
.

'DRevf;w of Literature on Evaluating Learning in A Museum’

’

] 2

q .
As the role of the museum has broadened to place much .

Al ~ v

« there is -a

greater emphasis on the educational functi

récngnition of the need to evaluate these exhibMNs and
educational ?g;;?égies used. This was pointed out in the -

previous c?éﬁter swhen Newsom and Silver found that there -

S Al

was pradtiéally no self—eya&uatioh pigcticad by the

museums. This iack is also seén and‘hentioned in . - i | _ '//
bibliographies on museum educatian .‘(Dockgtader;£979:& | \\
Screven, 1979 ). The f}tecagure is to se found mostly ié the
'eyaluatimn o? science museud ekhibits 3 though sbﬁg

specific art museum programs were evaluated.

o

- ' Y ‘ 4 . ' “ . ]
Some researchers ,such as Cameron (1968), suggest applying'

communication theory to evaluate jexhibits ; the idea being °

«  that education is a communicative process. The =four

o *

elements of a typical example of one-way communication and?
their museum tounterpart are as follows: 1) transmitter
(curator) '2) message (intent or concept) 3) medium of . -

.tréqsm{ssion ( exhibit ) 4)'receptor'(vi5itor;‘. The . ' D
problem with museum’ education is that it is in effect a

onejwéy comquntcétion bécause there is nao message&re&eivgg S -?~_
back, from the'yis§tor . ex;ept in,terms of ‘attendance B ' o y
figures or thg like .,Eyéluation proQides the | ’

i ' 3
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a

' . 4

-_“» . VD‘ ‘4 '
. ’commdﬁfcation loop > by elici%ing "feedback * from the --
13 . *
visitor' to see if indeed. the ’message’® has been received .

. Cqmerbn strongly urges that gvaLuatioﬁ be built into every
exhibit to find out if commupication has occurred .The
Hoqel he préposes is to build into the exhibit some kind o
- .

§
&

pre-test/exposé/post—teét situation which could be a simple '

. . - ., 7
paper and pencil_test. I feel that while this raises some

Al

"~ J4ddteresting ideas on viewing the process of learning in a

-

L ; o .
.V museum, only the " intended message of the curator "

a

‘ (Cameron ., 1968 +"p.43 ) is in fact measured, provfded it

tan even be measured! He does not take any interest in any

side issues » pleasures or leérning that is not directly
. ‘ o , 3 ‘ - '
\k‘tied to the stated exhibit goals. ' Visitor preferences,

likes¢ah& dis1ikes, and visitor opinions on ekhibit
- - - ,ﬁu »
N ) ‘
’ﬁechniques are 1nteresting., but are-not measures of’
: ’ .

_..communication effectiveness.” (Cahérbnﬂ1968,p; 43 )

i . *

o, ' t <o - P
Other reseaﬁéhersmsuch as Boggs (1977),Eason % Linn (1976)

. N o~ - LS .
and Screvin (1975) alsc measured exhibit effectiveness from

N

the aspect of'tﬁe knowl%ge aof facts the visitor learned as
‘ & o = B

{“a result of the exhibit.These experiments took place in
science museums and the kind of knowledge they invesuigéfad

A

were of quantifiable and measurable. nature . "How big is
Q 3
. this compared to that?"... "How was this made as compared
to that 2" ALl th?se°researchers were in aéreement tﬁat it

was of utmbst importance to build into exhibits, evéluatiye

- r

. measures to have saome jdea of the éffectiveness\gf«the
¢ o \"‘;‘E
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. ’ : e T
'educ;tinhél stragebiés ,as'Camer5n‘mentinngdlabdvé:‘Iﬁ’éhé.sj -

. rééearch’that~ScfEVE6 carried out , he‘founé ¢hat&£he :T -‘{'_ .
format of the testing (‘usually questions to bé'agsneﬁed's ; - ﬁ A
was an'impowtgnt Ennsideratioﬁ. If the formaé of the ‘: v .

. L \ o . ,

testing did not match the format of the exhitiliidz,,.t\he’ S . ‘
visitor th cohf&sed and often logf,intéreéf in . ‘:%- ‘ ':.. i ) X -
participating in Ehe questioqs . . ~ . . . < f ?

: e‘ ‘ ( W ' ) o
interestingly, even in the literatufe’of‘évéluatibq af o

C . L . §

science museum ekhibits s there is a feeling that this t;pe g
bf. evaluation is perhaps not éppropfiate; In an other ' ;’ . ‘ :
article by Linn }i976),she makes @héﬁpoint that measﬁrinb A “
what the visfigé hash{earneq"is not the most important : L o
guestion to ask , éven in a science mgseug. “But it is

.clear that visitors do n5£ come only td learn...visitors ™~
freguently report enjoyment, interest and a desire to o o \.9‘
retgrn. " (Linn,l??b,pi298 ) ‘The question mjight BgAbettgr'
phrased b;;the rese#rcher as'" What will bring thé visitor . ;
back 7 " (Linn, 1976,p.299) The emphas{; should be on “: | C -;
finding ng.what the publiclqents.frbm the experience, | . i
rather than the curator and exhibit designer chiqihg what » ‘tf:\
they must learn. Linn suggests‘using a variety -of methods ‘ ) . -ts;
to discover what it is that visitors want:»ﬂethods such as J/ s
observaﬁion of. actual.museum situaticng‘as they are , and . T

interviewing the visitor to gain insight into more subtle

and caomplex responses. , ) .

o

v 3ee




. .

. programmed instruction. While museums are seen as.alternate .

learning systems "...little is known, about what happens in
“terms of education to museum visitors. " (Screven « 1969,
p.8 ) He identifies four a?eag'to be investigated : "

[ .

shecifying exhibit oﬁjectives, monitoring visitor

. perfaormance, responsive exhibits and motivation. " (Screven
- ‘

" objectives of the exhibits and shows tHat aretset &p s then

-

~

x;g.?.'

~r1969Jp.80 By ‘‘responsive eixhibits ° , he means éuhibits

that ask the visitor "...to respond to and interact wpth ,

I3

in. a way that is relevant to the intended objectives."

2

. (Screven, 1969,p.9)

T

CUrator? must be made reépon51ble_for clearly stating

testing can be done by using game-like machines which wguld

“offer rewards to the participant in the form of some token

3

or fee (fddxtion or sticker suggests Screven.

4
L3

' There seems tq be some problems with this épprd%ch unless

one took itﬁbolely in the spirit of fun . The first

»

oﬁjeEtion as I see.it , is tha£ it is,veéery manipulative of

the public’s gghayiprvtfaining them to respond +oﬁ r;wards
" as dq rats in’'a maze . The other objection ste; with this
is to define suitable or relevaﬁt objectives which elicit a
meaéunable.response in a.machine » which are suitable to an

Eﬁt museum . ) . .

0



more 'difficult; the students expressed a high degree of

i

Another evalgaﬁive method was used by Mayer ( 1978), who
analy:ed'three.distinctly different‘mﬁseum tour techniques.
used ét tﬁe University of Taxas-Art ﬂ&sgum_. A team of art
édﬁcitors, muéeum,consultants, docents , teachers‘and‘

schoolchildren investigated a) the traditional lecture_écur

',rwhere the emphasis was on cultural data and information

b) a participation tour where emotional responses were
soudht through body movements c) and self-motivating » s )
*games’ where the students were asked to perform specifid

tasks such as 'keeping a logbook of drawings, eparning points
. . - ‘ )

by finding correct answers to questions, and solving
aesthetic problems. The conclusion of this ﬁgéearch showed
N N . .

that the apﬁ}oach of;self—motivatlng‘gameé was judged by

o

all to be the most successful . There were no drop-outs

fram this program although the tasks‘beéghe progressively

sqﬁisfaction of being abT: ko work by themselves and were

sorry when the experience was over : and they learned more

4

specific information than with the other two methods .

N
,

The‘other two educational tours were considered to be equal
to each other in téims of student preference though much
lower than the games~approach - An interesting factoé whicH .
affécted the performance,og all the three stréteg1es was
the attitude of the clasroom teacher. If enthusiasm was

shown by the teacher and thus the students were well

prepared fpr the visit, a much higher score was achieved o




. regaFaless of which tour they were on.Thfé'waé pinpoiqted )

as an area of further research in museum education as the
classroom teacher Qas seen to be the vital link in _the

‘interaction of the schools and- the muséum. N

.y .
' . = q
.
’

Atlanté’ngigh Museum of Art was evaluated by Humm, who was * -

a docent in their educational programs. She analyzedia

participatory program aimed at 4th grade inner-city

children , who met weekly for séven weeks. Different : 5

-

participatory experiences were planned for each week and a
\ . ~
A differentvtheme was introduced. By these experiences, it

was felt that these children would lea;n to recognice. the

AS

common art elements that underlie all the arts, ’

In a pre—-test/expose/post-test typekof research experi

Humm wés able to show that children."...ngafly doubled

their scores after having been exposed to éhis program .,"

( Humm, 197&,p.20) ﬂhen children were asked to'answer the - §
question " What do_ypu ;ee 7" the’experimantél group was
able to Qerbaii?e a much larger numper of art‘eleménts than
a control gfouﬁ. This type, of ;esearch shows that learning\
qoes.t;ge place wfthiﬁ museum educational programs .
_Howevergit did not deal much with the meanings that this
would Have had for the chi?dren DF whether this would in -
.any wa9 affect.thsﬁr behavior in. another muséum visit . - ‘ af
o k There seemed to be.a lot of”unanswe;ed‘questi;ns'hn this

experiment.’

39. : ' " ‘ . 3 #
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o

museLms.

‘The Smithsonian mugeum developed a series of tours called

*improvisational tours®' based on improvisational -theater
techhigues. They were qeéigned by Susan Sollins, of the

’ .
educational department of the museum, who wanted to develop

empathy for the worklof aft‘through body movement and

sel f-expression. These improvisatiganl tours have become

quite popular and are being used ,with Qariations,'in other -

)

I3

In ’1970, Sobol tested the children who participated in

’ ~these tours to se whether ‘the objective of the program ‘was

v

1ndeed ach;Lved She was-able to show that e

improviSatiohal tours are aiding significant numbers of.

o ®

children to empathize with art and to trust their own

]
'
v

perceptions. " (Sobol,1970, p.&5 ) Thus the prodgam was felt
to be very‘successful by‘the researcher. However, she also'
noted that ch11dren responded pos1t1ve1y to the experience

if " ... the painting or sculpture has masily v151ble shape

., color, stucture » and mavement. " ( Sobol, 1970 P80 ) i

other words , it was not a technique which could, be

t

transferred to other situations unless a stiitable group'éf

art works were chosen which met the aboveug;fini£ibq$.
Sébol also bo}nted out that thése'taurs were not’ effective
in teaching children hpw to go about empathizing with . art
ubje;ts in other situations ; ie mode111n§ of Beﬁ§v19r

She did not explain how she aFrived at this concfusiii.

/ 1
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O st

- In this.rev;ew o; evgiuatfon of the e%faétiQenesé of museum
edﬂcaﬁiod, it is obvious that it'ig a field that isoby and .
large in its-infancy. Several models for evaluatfcﬁ have
'bgen'suggested and tried . THe results obtained are bound

by the type of research design that is chosen and

illuminate the concerns of the researcher more often than
'the realities of the situwatjon . It is also difficult to
transfer the kinds of research which are being done in a

science museum to the art museum , although this has been

o

tried. -

t

@
7

All these research papers seem to staft with thé assumption
that the museum should decide what the visitor should learn
froh the exhibit . Little information is.available on what'

1t}fs that the visitor wants and what meanings are dérivadﬂ’
from the ekperiances. 4

i
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Chapter Five ~

Research Methodolaogy: Educational Critfcism

The research method was chosen after én educational project
wag aocqmented at the Montreal Museum of Fine Aét;. This
pilot project was initiated in the_winter of 1983 té
ascertain what would be the most useful method Formdarfyiﬁg

out research on museum educational strategies. During the

-

month of February, a game situation called the * Landscape

Game ° was observed. This game had been developed by the

educa¥ion students ét Concordia University . It was a
participatory experience wherein people were asked to

Hy

l museum’s educational deﬁartment in co—ope}at1on with the art

recreate ( or to improvise on ) certain landscape ﬁaintings‘.

by manipulating two or three dimensional forms.

v
»

' Peopile’s reactionéxto these games ,their comments,their body

t

postdre,ltheir;inyolvment in terms of concentration and
time, and their;satis¥éction were observed . A 'few people

were ;nter@iewed as wall.

’

1

As-a result of these obsérvatiohs,the methodology to be used .

-

in this study ,'was clarified. The interviews proved. to be

very useful in discovering the meanings people attached to.
the exper{ence puﬁ better questions needed to-be5fcrmu1éted

tao get the participants to express clearly what thef had

axperienced . Thus the pilot project was very useful in’

PR ST
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A

N

1

-gcurriculum rather t "w“%
) .

-

testing'tne method of documentation and it demongtrated the
need to focus more tfgntly‘on the questions to be answered

in this research .

L

Educational Criticism’ is the methodology chosen for this-

‘research.” This is a form of_qualitative research which has

its foundatlons in phenomenology. Historlcally} evaludtion
of human endeavor and an understandxng of the natural world1

4 .
have always been based on.the observatxon of phenomena J

-

‘Theories of all kinds have evolved.igz:sthese personél

observations. It is with the advent of ophisticated

measuring tools and techniques and a change in the value

that people placed on how data was collected , that saw the

risa of quantitétive research. This, ascendency contributed

to the decline of qualitative research as being tgo personal

and subjective ,and not general enough . -

1

t

‘Qualitativo research in education .as a valuable tool of

evaluation' was pointed out by John S. Mann (1948), who

. - : a P~
wrote an essay on " Curriculum Criticism ".In this, he

compéred currxculum crit1c1sm to literary or aesthetic ‘ ‘

cr;t;cxsm sboth of whxch have had a time honored trad1t1on.

FARY

The dxfference lios 1n,,, object of criticism being a

literary text or a work of art .

The purpose of crxtlcmsm is ".,..to disclose meanxngs

v

° 4

1nherant in tha d¢519n of the obJect . part}cularly ;

t

43-
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meahnings inherent in the choices Taﬁe by the creator of the
. : H . ..

work. " ( Willis, 1979, p.10). An active spokesman for’thié

type of research has been E.Eisner s " ... who has urged thg':

deve¥opment of qualitative forms of educat10na1°c%iticiém as .

an alternative to gquantitative evaluation. " (Willis,
. . ' .

1978,p.10) .-

. Because of the nature of quantitative evaluation ,which lZ;\'

1]

looks for easily opserved-characteristics of a general kind,

which makes statistical correlations between one set of

generalized qualities and another set of generalized

quélities, tHe'speczfiE and~persona% meanings that an
individua{ has iq an experience are not rebo?ted. In
contrast , Ed4cationa1 Criticism "...has déyeldped...by
apprépfiatgly applying to educatipnal situations fgﬁms"bf
cri?icism siailar principally to 11te¥ar§ aﬁd éesphetic

criticism , but also other farms 6f critical-understandiﬁg

:64 how meariipng _is cbnstituted." (my emphasis) (Nillis,1978,;

p.1Q)

LY

P

To practice

- . . o
ducational criticism one must be a connoisseur,

ie. "*...to \know how to look , to see and-to appreciate. !

(Eisner ;197 ,g.193) Again s the connoisseur must’'be able to

3

“,..distinguish what is significant about one set of

practices from anaother. " ( Eisner ,1979.p.193') .The. -
. . )

connoisseur’ must not_bnly have a great deal of ekperience in .

.

the field but must also be able to separate the trivial

N 44- .t .‘
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from the significant. ' Then these must be related to a set

- : of ideas or theories which canfbe compared and analyzed .
i S - : - J
. The connoisseur ‘appreciates’ ; the educational. critic makes.

~

krnown what has been perceived .

In using this methodology,., one is not interested in
. o,

statistitally quantifiable data from which one could
% generalize. Rather . by concentrating on the specifics of a

few situatiors an understénding,bf the complexity and the

riﬁhness of the situations observed can be reported so Tthat

:

the reader can relive the-'situation.

’ .

© -

A museum educatipn Situation 1s a spec1éliied<+drm of
educétion; it is an alternate learning setting of a rather

different kind. There are np toercive forces., no grades and
" _ P

tests,nor is there regulér attendance .On the positive side

N

people come to museums because they like museums and their

collections. The visitors also show exploratory and B

investigative behavior that would be the envy of a B

- classroom teacher .

»

L Thus to do research in museums, one has to accept the nature

‘of the situation: the transience of the visitors , the
) . change o% the gufdes/animétors .the variable ability of the
5 Y ' ) .
visitor to express ideas verbally.”ln many ways it was a

fluid situation: The anthors were the woqks of ar} the

educational prgctices and the observer . A series of simple

’
» ’ - -

v ‘ ~ ‘ a5,
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questions.were asked from the participants, to éli;it their

responses to the educational activities. These were : -
. o . . . A. Information about the Art Work S -
’ {.What did you do rn this activity ?
2.What did that tell you about the work of
art? ' . '
: ‘ ' S.Did you learn something that was new to
: ‘ . you ? - '
S - ' o '/ .
. ~ B. Empathy - ‘ : .
S d . 1. After participating in this activity | - PR
=] [l
anfl from what you krew before, what do you
o ‘think ‘the artist was most concerned with 7 S

S

. o ‘ 2.How did you know that this was what ‘“
T l Y artist was.moét concerned with ?
St "', ° . 3. Did you experience something that was .
important to you ? v

L4

‘Thé answers to these were analyzed to understand what sort
of meanings these activities havelfor the participantg from
three alﬁects =‘~

. . a?:pérsanal . Oor hé@ the individual . e
'\ responds.to his perception of the
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experience .

’ 6) ée;thet;c » .Or the integrity of the
#orm and theé ﬁeanins'foung therein .
- .(‘
c) pol&tiéal »+ Or how do the meanings
‘which are intendedtin‘the experience are
put to.use. |
( fhese categories are fr?mywillgs,
1978,p.13-16) R
;' .

-
H

The final aspect to be mentioned in this kind of research . »

deals with the meanings that it has for ihe researcher. ’
. ’ ) “A g
fhig methodology is a ’salf-rgflexive’_#orm'of evaluation o
' . [}

i . oo : .
where the values and concerns of the researcher are

scrutihi;edlas much as the situatisns observed.As Willis

puts it : h.,. one in which the participants develop nét

- N ) . . - ot ‘5
only'persnnal,implicatioqs for tnqmserhg and others. but

politidal‘and moral implications as well ." ( Willis,

1978,p.17 ) ' . ' )

I undertook this research from a very perspnal poiné of
view . Having taken many groups of children and adolescents

to museums for enrichment of theéir art curriculum, I was

*

awdré that eften not much rgarhing was happening on these

v;sits\; thé enjoymént'o¢ten came from mi%sing an afternoon

af géhOQI rather than an enjoyment of art . Even when the
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.experiences for children that combined. a museum visit on
re o

" level ., in a meaningful way .

[
-

students were hqnded wéLkshéets to fill out, Ehey became
¢ : o

a

more- kKnowledgeable about labels rather than the art works.

] - - - \
Guided tours seemed no better. e \\\_/)

v o . . -~
v - I
& i

Later, I haJ‘an opportunity td develop a seﬁfesvo@'huseum

4

N : S e .-
’seeing’ art with a studio experience -. The theoretical
basis far the gallery activity was'based on Bruner’s dicfum

" BGames go a long @ay towards getting children to . 5
19 ) - ' -

participate actively in the process of learning - as players
rather tham spectators.” (Brunér—i?&B, p.95 ) These °
Gallery Games ° were suceessful and fun ; they al'so showed

4 *

. . 7
that children could respond to works of art , at their own

-

- A
This research developed from these ;}ﬁgfiences and a growing
interest in How these participatory’ experiences affected
people. 1 assumed that being actively inveolved in an

experience was infinitely better for young children than a -

o] -~

. -
guided tour. I also assumed that this would apply to adults !

as well .; and that participating in an active fashion would

help people to ’sga? an art work more ampathetically. In.

effect, they would have shared ,Vicariously « some of ﬁhe

concerns af the artist .

o
'

)

@

"1 also felt that having had an experience which allowed

them to ’tune-in * with §§me of theuconcerﬁs‘of the artist,

48. @ -




: ‘ ‘ ~ would awaken a. senée'of curigsity about the conventians.
0 <R . ” .
Gjr" surround1ng the work of art . the social contaxt of the‘work . N

and artlst concepts in-ar .the role af art...Thus,empathy

- -

“would lead to, knowledge top. L ' Lo

The situations documented in this research were educational’ S
‘ o 4 ' ¢ - - « B . . .
‘ situations as they occurred in - the various museums; there

ot

~was no interference with the on-going.dynamics of the N

- 1 essons or the games. While adults were chosen to observe .
: ! (S -« ° [

) ..
and interview becaus Qf the nﬁture of the questlons ‘ta be

'asked at txmes the actlon cehtered around ch11dren or the

¢

, 1nteract10n of ad lts and chlldren. Adultq were interviewed ' - , :

R because I {-e’I}/{h

e abstract ide

o
'Y

ir ability to verbalizé and discuss

uld be more developed .than children's . . . .

-~
-
*

They woulds also be more comfortable i1n speaking about their
idgas anhd the meanings they attached to their’ exper1ences. . {*

. ) '. Children’s notion of time and their ab111ty to empathize has . ' T

. ° ° N\ : l
e a dévélcpmentalvaspect, which would have necéssitatedldoing ‘

some testing to find children &t the same level of ﬁbility .

. As much as possible ,I wished to observe .aon—going sitﬁations

in the musetms, without inter jecting. chanée or conitrol i
q 1

'fén my'paft: ‘ o o
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The gallery, a large room ,was divided by a moveable wall
. ) . .

a series of participatory éames planned on the theme of

- P . »

-

" * ‘Chapter Six ) , . o,

 Documentation of  Museum Education Strategies
v o - S ~ .

) , A , ! \ . ” o N .
‘ o S ' .o v {
A. Education Gallery in the Montreal Museum of Fine ‘Arts - \
(MMFA) . l B e, .

»
) . N T : )

Description.. -\ \\A ‘ | { .
e i . . .

- . ! "J .
There were a great,many people on this day— presumably

i

because of the Alex Colville retrospectﬁve..This resul ted o

in a mob scene in the educétional gallery ., where there are

‘P

*8till-life’. There are people with babies, 6fher5 with
young children'and sqpe”adu1ts 5& themselves;'évgn people . &

’ ] : - . 14 .
without childrneh are busy watching them play with' the

Qames, "We just love to see the little ones ! " - Two

infénts were bﬁsy chewing the plist}c érapes that were part’

of one educational game...Generally thetre was an .o .

¢

atmosphere of gaity and ex:itémgnt.- < .

+

:

» . . t
: .

‘ i, " | ;

, . \

v ' ' :

13 » . ?
. \

«
. - -» o,

and there ware stands on which the activitieq were '
‘arranged . On the walls‘were hung-sqpe representqﬁive' . Jﬁ
examples of still—l@fe[ The follaowing paintings were ‘chosen’ 7
to illustrate different notions' about still-life .. - & ‘- &
) N . ' A M Y ) . i“ffq
painting. . - . ‘ ) C ‘e Ce g
1. A. Derain 'Still Life (1947) - ' : '-, . b
' . - ce © 8 ‘ . : ' i
. . L - ’ . . - hl "v
‘ : . = 50, . o C RPNV

. . . o . . ) T e

L b



©. 2. F.Bonvin ’s - Still Life with Apples (1870)

L% S : .
: " 3. B. Nicholson®s Still Life with Horse (1930)
y e 4, -8ir M. .Smith’'s Still Life Arrangement #3
" ) . - ) r . .
( 1938-30)"° . : X
I‘ ' //\.. ) N '
v . The Games. } A '- .
. ——. ———————— v ) /
k ' |~ ’ ) s s
There were five games on-—~going 1n this gallery which were
i ; related to the paiﬁting'named abaove{ These were :
?3 ’ ! i . ) » ' '\ i
| 1. Shape of Space Gamé.There werne white plywood cutout

-

‘'shapes similar to the shapes in the painting which could be
! e N
« used to reconstuct the space in the picture or used to

. v 0

invent variations. A yarxation of this game usaed three-
i
dimensional objects such s plastic fruit ,a jug, a plate

etc..., which could also be used to reconstruct the space

. o ' of the paintings. The two pictures used for this game were

7 "

— the Derain and the Eonvin.! S -
AR - ’ : . , t
, v . , :
" 2. Color. The same two cdnvases had -two other games a
Tt — ) . .

them. These games consisted of ?élt boards and felt ; ) .

‘pieces which matched the color and the shapes in the

; . ‘paintings . The ;bjactivg was ?o recondtiruct ?he pa1ntihg

r»throuthcolor and shape. A variation of tgiﬁ game alloﬁgd
fha'participant Eo.cpange the, colors of fBe shapes in the -

. R \‘ painting in order to s;e the result.of t&an%po;zng)alcolor',
Lo achimes ' |

Y

. ‘ L ) ' ' v ) 4 ) v . s Y
‘ : . . . 51.. ~ L , o
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. Transparency Game . The Nicholson pdinting which. dealt

i ‘ .o with transpérancies of sh;pe and line, was -decomposed 1nt6
i'ts constituent parfs. Then these parts .could be
re-assembled by projecting acetates on an aoverhead
projectar. A selection of other transparencies with shapeés,
iines and color on them were also availaﬁle'to invent.,new

‘compositions. ’

“,

4.Black and White Puzzles..Two large black and white

'puzzlﬁf were made of the Nicholson and the Smith paintings.\

The shapes of thé'painting were translated into line

grawings. ‘The pieces.were cut into squares much as ceramic

"

tileg™

Observation in Education Gallery in the MMFA . Feb. 12,

1984. Present: Four Concordia students acting\&arénimators '

q

A .

public, A. Fairchild (abserver).

¢ .

The first game observed was the Trénsgarencx Game.

Three young children were playing this game. A Tother sat

e " A

with them tilking to her son, " Would you iike to try ? "

He weant avér to the overhead projector and the student .
. : \

showed him what he could do with/thé\ pigces ( that is to

reconstruct the painting). The 6ther children watched ...

L

With the animator’s help he. finished.'She thefl tqa& off the

acetate sheet and helped him to get started on a %gw'

o H . -3
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,Picture. The boy did this one by himself while the

anim§¢0r~watch§d him. This game was very attractive to
‘children because of the brilliance of the colors and the
maéhine that projects .the ipage. Yet 1t was'qu1te difficult
for them to reconstruct the painting because of tHe need‘to

t

put all the shapes oh backwards and .upside-down.

i !
3

The Sngpe\of Space éame. A couple.of children and thgir
father were doing ﬁhis game. The student animator helped
‘them with suggestions . She touched éﬁé children®s_hands
to direct theéir attention to the problems of space. The .
.fafher.lookedlon and followed thelinterchange. The littfg
girl wentﬁon to gnother,game and pulled her father  away.
He,heiped her with this game. She 5tood up and went‘to look

tlosely at the painting. Her father helped by moving the

. e .
plywood shapes aruund.-gThen « they worked together. He

. went to look at the paintihg with her. Then they worked at

the game until both were, satisfied they had matched the
pictute adequately. This game was akso challenging because
the two=dimensional forms are distortions of the three-"

dimensional objects. There is a tendency ta recoghize’the

object (a plate,for examplle) and to try to fiﬁd a similar

-shape which is round and even ?n fhe éicture. -

~

N

-~
= " ey .
Another”h&tson,tried ber hand at this game. She moved all

the ﬁreéés around ,examining them carefully.. Then, she

- moved them at random without referring ta the painting{

/ -
53, , d
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She ,then, looked up at the painting and said, " Do I have
‘\ ; to use all these pieces ? " The animator explained to her

the purpose of the géme and how the game worked. The woman

stood up to examine the painting. While- she was dciné that

another person came and took over her game. What a pity -

- - P ,
she never resolved her frustrations!’
. ‘

Puzzle Game. Several children were making the puzzle - .

, helped by their fatheié. They kept giving their children

instrﬁttiQns such as, " Look for a whole series of dashes'

/

Put it there. Can you find some more matching shaﬁes? Oh, I

‘
.

love doing puzzles!" [t was really mare the fathers dbing . Lo
this game as the children were very yvyoung.No one looked at
tﬁe painting during this time.This game seems to set up an

unusual dynamic.. . S

o

N .
/s N '

A Next time I come I will have to focus on onae situation as
. . . 3
thisﬂhoppfng around was too hectic. I felt that I.was not ° . p
. . 4 ‘ M
Y getting enough information on any situation. . ;
A A | m—m——— " ------------- 1 i l 4
- - o , . P

‘J . " . Observation in‘&hpzéducation Gailary in the MMFA. .Feb. 19,
1984 Prasent: Four Concordia students acting as ’ B

animators,an animator from the aeducation departTFp;, ' e

public, A.Fairchild ( cbserver). /
54,
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- He turned a

et

It was less buéy'tcday even .though the line~ups continue
for the Coelville show.There were still a lot of pénple in

. " ;
here, mostly those with children. Many adiilts walked

through but did not partlcipate. They, watched the thildren

" who have claimed many of the games for themselves. Some ;

parents coached their children but did not participate in

% these activities themselves.

. I chose to concentrate on the Shaée of Space game th‘it'

didn’t seem to draw a lot of attention . Ta encourage fﬁe
people to try their Hand af this game ,tﬁe animator had set
apthe plwafd cﬁtouts in the position that matched the

game. She theﬁ began to dialogue with some of the children

' ]

(and qgot fhem to move the pieces around and to look at the
' =3 .

H
i

_painting. They Ieft.after alittle while.

A mother and son came by . They looked at the painting and

moved a few pieces a;aﬁna, but the child was restless. They

+

moved -away. - '

A father and hislson came to tﬁe game purpasefully. The
father took his coat off, pulled up his slaeves and settled
down to deoing ‘the game.He stepped back and asked me what

was the purpose of the gama. I‘ekplained briefly. He wght'
lack to the game. " Labk, Francis, see this piece goes

th
thre! Very goad." "Oh, I like doing this," said the boy..

. 3

2 Y 55. -~ ®
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piéce over. and over .trying to get it to fit it |

L
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. even though the painting is flat .

?
v

"in.” The father reached over and helped;'ﬂHow are youw going

to but_that plate in?" The child'put thg piece of plywood
flat on the plinth pefpedﬂicula? to the ﬁalnting and ihe
oEEgr pieces)-;.he then piléd same of the other pieces on
top of this shape, }ike fruit on a pléte:The father dldp’t
correct)h1m but let himqfln;sh. They movéd on to another -
gamé. This was 'a very interesting event!- The child
un?argtood £he space impiied in the painting conceptually.

He %ouldn’t set this aside in his reconstruction- the plate

is*flat on the table® and the fruit ’*sits on the platé’

o
N v

N

[ 3
S

A woman came with her daughtef to play gseveral games. She

watched the child for a while and said to me , "She's

- finding this hard." She wént to coach her child. "“Do .all

‘these forms si't on the same lavel? Do yo see them ali the

£

sdme way? " The child looked at the pair inﬁ, made a few -
adjustments ther they both left. Another mother and‘child

came by. They were engaged in a conversation by the

animator. They began to look at the paintings, started to
move the game pieces around. The mother'questiuneg the .

child, "Where do you think this piece go?s? There! Let’s

i e d

have a look for more pieces," They movod;the forms around

until it maore or less matched the picture.

* . f

A father began to talk to his childran about the game

getting them to movgltha shapes around. "Look at the

’ 56. . s
\ "\\1"4‘




painting ! ft’s not right. Do you see'fhis pear 7 Lpok
again.h " Where is it‘suppo;ed to gd?" ;sked thé boy. fhey
'ﬁéikEd over and examiﬁed the painting ;aré?u{ly. The father
'pointed out the thére were shapés behind one anather.:
JNhere does tha; apple éo? I think it goes a iittlé furth;r
-0ff to the back." They finished the game.

It was intare;tingsthat a dialogue was.necessary‘in many

of these situations to get the people going. Scmetimesf?he

parent would initiate this to halﬁlthe chilp. Sometimes it
was the animator who helped the visitor. Even I was seen
as a resource persor who can help !
. Observation at MMFA ,Feb. 26, 1984. Present : general public
fouwr Concordda sﬁudents‘as animators, a museum educator ’ .

u

fndrea Fairchild (observer)

2130 I decided to observe the other game to mee how it works
and what people make of it. Today, I'l1l be watching the
puzzles in black and white that go with the Nicholson

painting and the Sir Matthew Smith work.

2:140 A group of~two women and a bdyg started to—do the

quzlnu It seemed to occupy them , and they rsferred'quitela‘
bit to th& painting. They gepﬁ‘looking at the painting to
find the lines in it which would help éhem to get the piaces
together. They discussed whnthc; the pimces went togethar

s7. .
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following outlines or color or..? Then they tried to find

' matching piécas by following the organization of the

~

painting. "“I'm gding to put this right.here ! It looks right

even though 1 don’t know where it fits into the picture?,f
. + .

* .
said one of them. She continued to direct , " Put this piece
here... " They were following a line. "No,thefFe’s a corner

missing . " said the boy. They all started to 100k for the

missing piece .Then they looked at the painting again.

-

[

The animator came over to give them & hand as she seemed to

know it was a difficult puzzle to do.'It began to look more

finished, they only had a few pieces left to go. There was
1~

much checking with the painting . Finally it was done. Much

\

cheering and rejoicing when it was over.

?
s

3:110 A father and daughter started to do the puzzle. The

0y

father’/ was s keen but not the child.He had all the pieces

on the box and was trying to fallow the lines to make

- shapes. The child has wanderad off.The father tacdk his

jacket off and rolled up his sleeves. She was looking around
while h® struggled with the puﬁzle. He didn’t seem to look

at the bé@nting to.do the game , though occasionally he

» ’

‘glanced up. He looked at mé and grinned sa I-expléihnd what -

N

I was’ doing. His daughter wanted to leave but he said,.
"I must do this, can’t leaave ." He finished and they .
quickly left. | , .

"

¥
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A lot of people were standing around the overhaad pro_,ector

where there was the Transparency Game. It seemed the most_

pcpular of all of the actxwt.xas. But‘only young children
¢

actual ly mampulated the acetates. Other people left because

of the line-ups. ' g e ¢
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,Analysis of the documentation.at MMFA
. : . E

5 - : :
. T
Lo R . . o

In analyzing the results from the documentation from the
Montreal Museum of Fine Arts (MMFA),it should be pointed out -

that only two of the games were in fact abserved regularly.

This was because of the need td focus on one activity at a
" ?

time and to be able to interview several pébple daing the
same game. The other factor limiting the &thoice of gahes to

be observed , was that some of the gamas .were monopolized

a%clusively by very young children ,whosa parents were

delighted in having an area Where there were some actual
hands~on activities for‘thé@ to play with .In actual fact
I.neVer 3aw .an adult being able to participate in t&o of ﬁhe
gaﬁés ¢ Transparency ;Fd"DIOf .The gamps that were épéervéd

were the Shape.bf Space aAd Puzzles.

(/
t N
- 1]

i . I
.The objective of the Shape of Space game &Qs/;tatnd to

ba ta ‘make paoble aware of the diff¢§anc¢ in pi:toéial

space {in the still life paintings of Derain and Bonvin ..

-

~

Most people interviewed when asked what they had done ,
unqerstbbd that the activity was to rncnnstruct'the‘painting"

in gdm- way. One woman'qaw her axperience as being

allowad 4o freely play with the forms in the painting to

&
)

create sSmothing new.

o g e o e e o . Coee
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* the BonQEn.Yet both paintings Qere seen as being still

4

‘ o ¢

Tﬁere was' also a lot of agreement in the kind of khowledgd

L3

. tHey feltjﬁhay had learned about the work. it was noticeq;

. L .
that Derain had used muted colors in a limited range; a

-couﬁle of people méntionéd that he was not interested in the

sensuous quality of the colors. They learned that the shapes

were shown as flat and interconnected. ratWér thgn rounded

s

and discrete as in the Bonvin painting.They also agreed thaﬁ

the pictorial space in the Derain was flattened as opposed

¢ t-

basiﬁally 19th century Still-life’s .

™ ' C ,

L]

The concerns of the artist Were seen faor the Darain, ( which

is the painsidg all talked about),\ﬁs an interest in the

. 5 .
interaction of the shapes; 4a flatteﬁ@ng aof pictorial space;
exbressing himself thraugh the paintih@ 3 anf{ntellectual

use of c?lor rather than dealing with ‘appetizing’® colorss

" varying a simple shape to give interest to the composition.-

.

v

L

O0f course ,when asked what they had learned that was new to

There was a consensus of opinion on these ideas from all the

people interviewad.

them, there was a variety of answers. One séid that he had
learned that an artist’s vision was original; another that
it wag interesting and new to'qo'from a twc—dime&tional wor k
to plhying with the shapes in three-dimension; another said

that she realized how hard it was to create the illusion of
”
threa-dimension on a canvas; and the last one said he was

61.
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agheeably surprised that a :game’ could demonstrate so w!ﬁf ;

& ! ’ .
something as complex as the illusion of space in a painting.
. '} N - ' ’
ma e ¢ ~ . v

]

) The importance or enjoyment they attached to the experience'
|‘i * ‘ .
ranged from stating that it was interesting to have one’s
y _)(& . . - . c . ¢
ideas confirmed abaut art and how artists interpret(d .

bersﬁactivaj to expressing enjoyment to be able to

'

manipulate the forms s0 she could create something new; : -

- ) another was happy‘to have played a game that taught him

' L4

something about EZe pr/oblems in art; and the last at saﬂ1ng s

an artist use such a llmxted range of colors to such effect.

.9 ' : V4 . ‘ ! h
It must be said that the responses to this game were happy ™

)

and positive. The objectivé of the activity was met by all
those participahts that were interviewed . - They' showed . )
ins1ght 1nto the artistlc problems of the artist and/f)’,

different resolutxons each artist had fQUﬂdv’fhﬂyangD

( ' . coo.

demonstratéﬁPampathyeapﬁut the artist{s c¢nc9rn5'and how
each viewed the still- ¥ife as an art form . -

o

There’was alsq.a high dngrqp_pijgnsansusﬁiﬁ the answers ) ) '
b

\ . . . N ' ' v,
\ ' pY . : ’ W~ . '

given to the Puzzle activity , the kind of answers were

L] .
a lot less insightful. The stated objectivg for ‘these games ‘

was to make the participaét aware of the composition of the

- a
e

painfings by raconstructing through, a puzzla. '
» .

& ]

" : M 4

o When asked what they had done in this activity, all the .
. g i o

. ” " N -
~ - 82, .
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darticipants agreed that thay had reproduced a pibpting by
means of a puzzle , though oh?/person did not mention

recreating a painting; she had done a puzzle .

- \

s \
"As to the knowledge of what they had laarﬁ;E\Trom the

activity one person said he recognized that the Nichdlson

¢

painting was a conventional still-life , even though it Sas
quite-modern. The‘otheré did not feel they had learned 6Qch

except it was hard to 8o a puzzle in black and white if the

!
painting was in color.,

B v .
Most felt they had learned’ nothing new to them ' except one

persan wha feahned that he had had to look at the details of
& : : :
the painting carefully to be able to do the puzzle.

‘“” |

W
The concerns of the'ﬁaintérs were not seen or empathized

°

+ ‘with by most of the participants ; one thought that

‘Nicholspn ‘was interested in shapes and reducing them to.

+

simple geometric ybrms._
’ ‘s

J

In the final question ,when' asked what importance or
eﬁ;o&mcnt.the& had attachnd.ﬁo the experiknce y the answers
T wera Buprnssinglygsimil*ﬁi: ngy liked doﬁnq guzgijg.
. ® | //f/”‘ .
» i think the last answer gives ; clue to what was Happcning
-'in this'situation P a lot of people lfku doing puzzles and
the kind of people who are ;ytract.d to this k;nd o¥ |

[N
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actxv;ty part1¢1pated because ‘it was a puzzle. One man .
AR

actually said ' I like doing puzzles . Eenerally puzzles

réproduce famous pazntin?s/ “,(Append1y Ap. 13) So it

- -
could be sald that thos# adults who were drawn to this game

¢+ Ty,
were hardly aware’ that they were interacting with a work of
. 4

"art. Some expressed surpriée wheri itiwasusuggested that they

had in fgct looked at a painting for some time .In their

minds they had been simply doing the'puzzles. \

. 3
. , < . 2
Another aspect to nctiswas that this gamfe was not very
welﬁfihought out- nDr well executed The line. drawxng was not

as accurate as it could have betn, algo it is very d1ff;cu1t

to ’see’_a«highly color?d and modelled coposition as a linel

:

drawing in black and white. The.objective of tHE game was

not met because the procéss,nf aoingxa puzzle was not
/ ,
rel atad i% any way to the concept.

4

-

[

1]

A

e F 5 oot

K
P

T e - e

St ;:_._A,, e i P T BRI s 1ot it & i A o

e T e

-




, m L ”
. i . .
7/ -

B.Documentatiaﬁ=¥rcm'piscuvf;y Gallgry,atvthe Royal Dntario

Museum (ROM). - \. o .
- / . - "

—Describtian of fhe'Géllery.' . Ve o ’ i e
% . ” s ' ' . 2 '

,The,Discovéry G;ilery is a large room about 30 % 30 feet ',

filled with interesting objects which people are encour aged

to to&gh and manipulgte. Questions and instructions are
given with each theme or object fo stimulate investigation
or to direct attention to various points of interest.

Given the nature of the ROM ’s collections which range fram .
N . * - . .
ethnography ,Eo natural sciences ., .to archeology, toc Chinese .

art, to antique furniture ..., tq; abjects in this gallery‘
I

‘- also cover a wide range . There are stuffed birds, rocks and

!

. . Al ‘ . H
 fossils, porcelain collections ,medieval armour , antique

furniture, prints , skeletons and butterflies;... A lot of .
 interesting items for both adults and children alike! Only .
ar . 'ichildrgn(ovar_twalup are allowed in ; those ﬁnder‘fwelvei

- " must be accompanied by an adult .  _ - ' o -t

$ ’ W . \“ : ° . - x
{ . < There are work stations tRat have lighted magnifying ‘ \

glasses to allow a close look at the collections hodqed in
3 . ’ ) .
/ the drawers balow the station ,even microscopes where

needed.Aside from the nine work stations, there are shelves

“. . " containing Discovery-Boxes which are organized thematically.
. A ‘i . o - X v /
v . - ' Some of the thé@os are 1 Feathers, Color, Tree rings, ’

el

.

h
¥
3
W

I
o
Ehe

E
b

Nests,Cunuiform writing ,Islamic di:iqn... I shall observe

: O . ’ . o . R
o oo . ) -~ N ho aal
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hone mmath seee civeer’ an b
'

printmaking station, Islamic design’, rubbings., color.

Y

those boxes and work stations which have an art content: the

As the visitor enters wWphis fallery ; a guide greets them and
briefly‘ekplains th the gallery-works . Sﬁe will point out

different areas of intgrest and that all 'the éctivities are

self—-explanatory th ;élf—motivating. {Hen the visitor is

on his own.

N ' 'S

——— -

-

Observation 1n the Discavery Room, Royal Ontario Museum,.

3

Feb.23, 1984. Prasant: Mrs. F. MacArthur, .(director of the

gallery), tﬁo volunteer guides, Andrea Fairchild (obsaerver),
‘ , -

. L} -
public. , A

-

A couplo stopped to laok at tho printmak1ng station. They

tentatively touched thc book of xnstructxons, locked at the

' pr1nts and then sha~wandaraq“$ff. He follownd her shortly.

-

] : ’ '
An older man stopped to look at the two etchings on the wall o
- ™

and he éxaminnd them closely. Maybe he can be interyiewed.
! N

- °
¥

. - o ‘
A woman stopped by .to flip through the book which explains
' ' 2 <

the different techniquas of printﬁaking » The gentleman

H

looked at the woodcut to see if there is a print of it .
There wasn’t . He moved away and so did the woman . They

lost interest after five minutes. Nolane spoke to them.

o
[§

o

&b,
é o J
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/
A group of mentally handicapped young adults arrived in the

room. It maked it very difficult to do any observation .

I decided to continue obseriving later. (2:10)

-
»

o’

Y

4 [ ]
Discovery Room, ROM. Feb.24 ,1984 .Observation .Present :

/ 7

. /
Mrs. MacArthur, two guides ,observer Andrea FairCHQId

public . (12:1%)

Y

m. . 1 ‘
I decided to have another go at this pléce.'Maybe today
) there will be some action . At that moment » there were
,}about;aight adolescents fooling around with bones and raocks.

H

Thay were Qetting a kick oQt of the monkey skeleton...:
cw
~Thi?gs.w.re pr;tty”qﬁiat... a couple of young men stopﬁe& at
the printmaking station for about twa minutis.ﬁfter'glancing

at the plates with the magnifying glass , they left .(12:50Q)

2:00 A %éw parents.with':hildren have arrived. The chirdrgn
ware about 8 —'10.yeahs-old sWith their fathers. They all
-s;cmod r;gdy to settle in and do some work . One father ;nd
’Qaugﬁter.snnmcd to have done quite'a few boxas : At that -
moment they were doing the box with the rubbing and having a
loyvely éimn ...thnfa are patterns and shells and a woodcut *

to use. Now they’ve moved on to the cuneiform writing box.

Will they try the printmaking station ? Will they do the .

67. | o




<‘.
Islamic box? ...No, things . didn’t gﬁ§ga$tter.' I left. (2:30)

Ll

Observation at Discovery Room .Present: three guides ,

Andraea F;irchild (abserver)’, publiq'.Feb. 25 ,1984 (1:00)

ﬁ ‘ A

I tried once again' ! There were onl;'@o people there .;The
Quidesvéaid that very-fgd peoble.aver get involved with the
p#?htmaking'statinn; this was the u;uil‘éasa.ﬁpr was
there much iqterest in the areheoloéy or porcelain exhipi;s

People came in and dashed through...™ - [

Finally a young woman sat down at the printhaking station. .
She began to look at the prints on the wall . She. opened the«(
drawers expecting ;o find somothing there io do . They wgqe .

empty. She left. Another couple blancpd at ;Pa prints"

briefly and sauntered off.

I left too. (2:30)

v
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Interview with Mrs. MacArthur , Direqtor of Discovery
Gallery. Feb 23, 11984
1 asked Mrs. Macﬁrtur which of the exhibits.were the most
-popular . She said the most popular were t?e bones ,ﬁhe

the armour.

- fossils and
. //

" By and large , the art anp‘

archeology ones
and look at the

interest i1n the

are not very popular . Feople want to come
dramatic stuff . Yet when someone does show

art they will spend much longer studying

those than most people will the otheé @exhibits. Sometimes

they will aspend an hour or more. " ;

She explajned that she designs the exhibits and the
activities hérself in conjuhction with the curatorial staff;
L o .
She has the original idea for the activity , then checks for
information , accuracy and ingqrpr-tatfon with the curators.
. //“\

Ve
¥

] asked if she had considered of u;ing'anotha? apprﬁaéﬁ to
ihl art‘and archeolpgy‘axh;bits‘as_l had noticed these were
the only non hands-on activities. Almast all the other
attivit{és involve some sart of manipulatidh and
participatién. She pointed out that using Aldia was pgt of -
the question in the balrery'. I suggestaed perceptual games

or @anipulation'of pre-mian forms which would not be m-ssy’;

fhis’has an approhch that sesmad new and surprising to her. .

] ! . : (

69.
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met GaenmeartIPE raves o o

'things_,to explqro,'as a means of learning is a very

thrilling experience .

N f
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Analysis of the Documentation from the Discovery“GalleEy

-

v . N ’ = . . . —,
When one sees the nature of this museum and its polyglot

collections orne understands that it is very hard to be an ~

expert in many fields. The director is aware of visitors’
lack of interest in the area of art and archeaolagy .From
observing the excitment and interested behavior of most of

the people who-come to play with s 8Xplore and handle the

’

objects in certain sections of this gallery it, is very true

-

{hat the art and archeology sections are poaﬁly served .
. Ty _ .
I think that a lot of the pleasure that péoplg feo} when -,

'they Eome to the Diécovery Gallery , and most do ,comes)from

two'main‘Fa:tors. The first is the actual touching of an
artefact , which in a museum is almost unheard of: generally H,(“’(wh\

the museum’s posture is not to'al;ow’the visitor Eouch

anything § this is reinforced by signs, guards and

admoniéhmnntg, To be actually invited to feel and touch '

\

The other positive aspect is to be able to study these
bbjncts by following open—-ended and stimulating guidiiinos.,
having suitable equipment to do so. Here , I think the

visitor is ancouraged to behave as if sh. ware a biologist ,

a gemologist, an arch-olagist, a physicist...Thi- is an

aspect' which is not cansidcrod in the art scction « The

! *
*

70.
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visitor can neither be an art-maker ,nor an art critic jthe

v

'pgssibilities are simply not suggested nor available . .

In an'expléring gallery , there is no pleasure in reading

about printmaking ,even if the book is clearly and

.extensively descriptive . In an activity room’ where

everything else has a dding part,by contrast the
printmaking was very much é reading stq;ion. This reading

cdhld'be just as easily done in a library . .Though there

‘ware axamples of the different printing plates., somé‘of

. these had no example of an actual print . This was not well

" thought ‘out.

.- @ - . | kf\vgjl

Connections between the activity box " Rubbings " and the
printmaking unié were not made Fither .« It wouldlhave been a
good opportunity'to'dnmonstratn sin some Qmall way, the
princiqla of taking an impression ,whether it is from i
shell or a printing plate .

i i

»
»

. The underlying assumption being made in the activities (or

lack of these ) is that ’hard knowladge’ is what is

»

important . All ‘the guidelinWes and sugg-stions.for * . .

1nv¢st;gat;on were of a ascientific and quanﬁitativn natures

What does this weigh compared to this ? why is there a.

‘' difference ? This is how an etching is m&&d‘;thil is a

.woodcut ,this is a picture of a printing press...

1
~
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The other modes of experience, ﬁhe seansuous or the
aesthetic are not dealt with‘even;thnugh mQ:h of the joy
in thig gallery comes from téuching and doing things..

The tactile element 1s very strong and’;he message of

ldarning by dding is quite clear. Unfortunately, thare is a

contradiction of aims and practice that may account for

the lack af success that the areas of art and archeolégy

en;joy.

2 ~
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C. Documentagion of participation tour on the show sti

. North at the Art Gallery of Ontario ( AGO).

v N -
' .

Observation at Art Gallery of Ontario (AGO). Feb.‘22,1984.
. present: David Wistow, (museum educator),Andrea Fairchild.

(observer), general public.

Before the tour started, David stated that "his objectives in
this lecture was to teach art concepts and information about
the show Mystic North and to also to teach visual literacy,

‘by thch he meant recognizing the’languaqg’of\the artist and

\Pow expression occurs through the connection of content to

1
7
o7

form.

A<:ﬁ;r1y large group of adults (28) satt&ad on their stools

in front ,0f E. Munch’s MELANCHOLIA (1891-92) .Thera is an

air of excitment and many people s@em to know each other.

They have been on these tours befora.

I - f
*

(¥ ’
He asked :"What are the basic ingredients you must confront
in allandscape?“ The answers come easily — water, Sky, land
light, foliage, perspective... David agdded,when they seamed

to have run out of ideas, vahtage paint, forms, light and

sthade,movcmcnt, space, texture , weather, time of day,

seasons, and mood. "The artist has to make choices;. which of

the aboVi does he include or rather which does ho‘omit?"

73,
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. were used to givo faolings and emotions.

.

‘He then talked about the connection there existed between
the Scandanavian and Canadian landscape artists.The audience ’

<+ answered appropriately to questions asked. They were

eoraptur d and listering intently. Many had pens poised to
take notes . Others nodded as imgortant points were raised.
Davxd reviewed the Impresg1on1st -and Symbalist art
movements. He ralsed the question of 1m1tation o# nature vs.
idea/symbaol to represent nature .A person challenged him on
his use of the term " art"works are not definitive" . David
stated the idea that artists wanted to “"communicate".

He, then asked his audience to blurt out any adjectives they.

felt aporopriata to the picture they were sitting in front '

w

" somber, reflective, gloomy...." is had hhe effect of .

1oosening thcm up . David theaen rolatod a brief story about
the picture (The ocarsman is row1ng a coupla out to the

island so they can.make love. The other man in the

'foreground is terribly upset; he loved the woman too.) The

group began to complain: how did he know thot from the

pictoro? With much bantering, David admittod that this

anocdoto was stuck to tho back of the painting. But he went

‘on to say that the important fact was that emotion was tied

to the landscapo. The main issue was that formal proporties

L3

[y

“"What can you ses in this picture that Munch has done that

.o
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'giveﬁ/us these feelings?" A few people mentioned that

1 . ¢ ) A
things looked strange...a little distorted...David pointed .

that there was a lack of accaess to the picture; that certain
shapes were distorted and repeated ; that rocks did not sit
/ ¢ :

- 3 lidly on the ground...The group was very interested in

ese ideas and how you could discover them in a painting.

veryéne moved over to look at Hodler’s SOIR DiAUtONNg(lB?Z)
large open landscape, with a road leading the eye towards a
sunset. D&Lid made : ligtle joke aboug the similarity with
the advertisiag brnchure‘df the Toronto-Dominion Bank for
planning foF oné’s raﬁireﬁent- the same walkiag into a
galden sunset. He explained tha£ this artist was ; 3omantic

landscape artist who used the symbol of the sunset as a

creator of mood.There is a wide ,open road whicp‘draws t}q\

viewer into the pgicture. Originally there had been a figur

on_ the raad but it had been paxntid\ggi\\:nedler felt thaf‘s

it acted more as an obstacle ; Without a figure on ¢he road

the access to the transcendental state was aasxer “for the

viewer.

t

The group mar:hcd over to a very large painting by »

t

Gallon—Kalla Waterfall at Hantykoski (1892-94) .

This painting has an intricate paintpd border and

ra

five vnrtical golden lines palnted q;cross the middle of .the
pictur..David asked if thoy found apything strango about °

~this picture. Everyone commented on'thps. five lines and the

S

75.




painted frame.He explaihed that originally there had been

. two figures in this space, a woman playihg a_lyre and a boy

. 'singing, who were to symbolize music. Later ;'ﬁhe artist
5 ) ' N . ';‘"., !
removed them as he felt they acted as a barrier to entering

[

the picture, and that the ﬁandscape by itself :ould(carrij\\
te

the ideas of symbolism. All that:remained of this intrica

¢

symbolism were the five‘galden linea.'

’

He then asked them.about vantage point about which most

; s

beople had only a hazy idea about...he talked‘about

o

«  frontality to the picture pléné and how close the scene was

- 2
< to this picture planebThé landscape seemed tnjloom.

LY

- -

Ag a fihéllexample on this tour the grcﬁp examined Thomson’ s
B }

"Northern River (1915) as an example of a Canadian artist who
D > . : ’

had much the same concerns as the Scandanavian artists.David
poinﬁed out that a couple of thd'Group of Seven artists had
seen a show of Symbolist Northaén artiéts,aﬁd that they .had

gat;bhoir.disposal magazines that show;d rcproductions'of

B

their work. He then asked for a few examples from the group
he ) <

-

ﬂof things they found similar between the Canadian ans

Scandanavian painters . Someone mentioned that there was a

feeling of flattened space, a screen of trees through which
one looked like the five golden lines of thé'Gallen-Kalla.'

Another mentioned that the co;ors were different. ’

‘
§ + L
, « 4
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“»Analysis of the Documentation from the';Bpr at AGO

P NN

B e T IR

. -t .. \; ! . .
At the end of this tour 1 5poke to one partzcxpant ‘who was ’f‘
t' ) : J ) very enthus1astic about this_xybegaf gallery tour. phe said
i : she came quzta often, had heard a~1ot of very 1ntare5t1ng ..
(g» '° ideas and was surpr:.sed about’ how much there was to know. '
i‘ ; 3: She felt tth unfortunat?ly sie often forgot what was qaxd B

, at these talks but”'she really anjoyed them.

~ 4 .. ' t . | ' , '- /. . ' . . .\ M . I3
S . " ‘ ¢ . X . "
. e ” \L*nnticed that tnis was a fairly sophisticated and poised { K
group of people who obv1ously come fa1r1anften on thesp
» "

fh . . /yecture tourss Many knew the museum aducatar from before. and

3; ’ “ felt very comfortable with hxm. They-rasponded eagerly-to : 5§
- ) t *f . ’ g
his questions when tQQy telt they knaw the answers, whzch C, ‘

t 3 4
o S .”‘was q&itu a. lot !? the txme.Jgt, I felt that by . talllng the ! QT‘ .

|- r

‘story of the Munch pzctura . tho nducatar defnatad his own .

" ; - am Q"teaC"QHQ psople that’ mudnxng cauld be read in how the "]3’
§ g ' ”' a;;;st meﬂiﬁUlatad the}ar? I?nguage : gbyi;;sly after ; o

. feeding them this'KGécdqte, ﬁhey‘would be suggestible to '/f :

’:(%"‘ | .: finding examﬁi;s of wa\;his was shown tn the pai?ting. : ( g ,

. . . N Y \ . ’ ‘ . . .
¢ 0 " ~ / . ) o o \ <, ' N !
P ! i o ‘ ’ ] ; ! e g R %
e - ' "Moreover, as the ﬁour@wazé,on, after looking at the’ Munc?‘ ' o
.V

/

» -

s ,'1:“’ the type. of questions seemad tuo d1ff1cu1t for most people |
‘.¥:"-' RN Y % nnlwqr; .the qro@p was able to hpndl. only fairly basic o 4
2 L ' ' 1 . t ' - ""?‘
S~ e oo types oft Quoltianp. : - - N e . il
; ,~W'Ji'f; - N K e, . -yt e :
42 . ‘ : | - : ' o ;1 . o4
b " 'By the time the 'group had moved‘awsy from the Hoedler, there '
T "\ A . ! 4 . . ,
) ‘ \f ‘ - " "" ‘
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© fatigue that the grouE‘might have felt. Unfortunatély the

’participation’

J/told what to see and what to remember.

: :
s A

were much fewef guestions peing asked. The tour changed to a

curatorial lecture , with snippets of information being’

given out. There could be many reasons for this: a feeling

that the next dainting (Gallen—Kalla) wag too difficult for

the group, a pfess‘for time, and a realization of the

of the group dihinished drasticélly after

3 d,

the first twg paintings.

>

This'was an interesting , informative and lively lecture. It
is hard to say that it was’participatory’ in any way that is = °

more than when a student participates in answering a

1

teaéhpr’s questions . hlthaugh s the ?udinn;e was very eagear

and‘willing'to be involved ,they really did not sesm to

empathi;e wiﬁh the works from within themselves. They were

Only on one occasion’

' o 12 .

were tHey asked what they thought. . \ s

ey A

/t . :“'

-
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D.Documentation of an Adult Drawing Class at Royal Ontario.

Museum.

" Description and .observation of a class.

‘Th@é group was meeting ten times dqring the winteﬁ for. a
drawing course based on look;hg at aétaféct; and drt works
in the lenum’s collection.Tﬁby are now about half-way igto
fheir program .The instructor explgined'to me_ that the focQs
of this course is to get pecple to percei&e more about the
art qunct by prolenged énﬁtact with it by means of drawing

- instruction.

l_ './ . ) .
N / ‘ ) e
I arrived as thc_llsson was being explained. The group was

in a natural history gallery arving dioramas of stuffed

g i

beasts in their natural habita goal for this class was’

.

w

Jbandles the various materials

~

to study how a d

shallow stage. He poinfod out thatﬁ?e had brought them

/varioty of ?atnrials and made sggqestidns|about ways they

could be usad. Shiny paper for water , construction paper

- AR oy ’ .
for }cnyos and figures...there were crayons and plasticine

for modeling fgrms} John (teacher) reminded them abouf the
///JaQanoqc puppets thay had s€391cd last week as a form that
could be animated. The group is working towards making a. .,

. » . , A b . -

<

-
. ' H

.

The te cher: was explaining that basically the diorama was a”

[8
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¥

short video using the tecgniques of’pixilationv.'
Tﬁeyﬂ%isééneq.&uite carefully ané‘then split infozworkiﬁg
groups.’ There were quite a few teenagers but the Qajority of
the group wére adults. Some people had already come fairly
weil-pregared as to what they wanted to do, havimé grought a
gcript and a little stage for their animation. A small
group, a man ;nd two l;dies, were working on an apie of
dinosaur life.

4

Another group worked in front of the lions in the savannah

L.

diorama. This looked quite bapular » Two ladies were ‘ R
;discussing the space - concepts like foreground, middla
, X

ground and the painted background ...0ne lady was drawing
‘ <

the animals, the other/ was making a shadow puppet of monkays

and lions. N

*

J

Thera were few scissors which mak;d it a difficult to do
certain operations—-but they were challenged to‘find
solutiong which would not ordinarily be the case .As a
result, a woman was making a tree with torn paper
}navns...hnr friend was cutting d;f:ctly'iﬁto construction
paper té make h;r lion. Then she tried to find some ways to
mdki it move ... By now they have a 9011 developed stage
-there was a lion, an ostrich,plane trees, grass to crilp

through.Many of these were going to be animated as shadow

puppets which they had oplcrvud last week .
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. ey

G s e

-didn’'t want to overwhelm tha group by tuaching a lot of

These people were really enjoying this activity. They were

' absorbed and relaxed. A lot of fine work was being done, .as

tﬁ;y jokad while they were p}anhing their scripts... “Not .

enough sex and violence" was the cbmplaint about the

_dincsaur script . - 14

h

- i

John went around giving encouragement ."I love your tree!'”

and he gave help .with the technical bits. He made

.nggestions about materials., He was a very support%ye and

( N
"helpful teacher. They gained a lot of confidence fraom him.

o

) The diorama was used as a source of i‘nspiration gﬂ::r- form and "+ 3

content. But the change to another mcaxuﬂ (puppets and

his —
-

video) made them invent new forms. A construction paper

A

lion is very differant from a stuffed lion !

] <«

In an iﬁtnrvinwtﬁith the teacher, he explained his aims (

. . o ‘
a little better. This was a drawing course which hag as its

basic aim to bring people in confact with works of art. He !

tlchnxaal !kills. They Btartnd by doing quick lkntchns of . o L7
ar; objects; thun thcy tore shapes which they drcw J. - . ’i
a#térwards, Thnn thcy moved an tn drawing iinosaurs and W
portrait busts. After they got inta rlal spaco with the
diorama; then a film’( illusion of spaco aﬁd movement?) 3 thnn

‘ M "
the drawtnq of space again. Briofly, he wantcd to tiach”thom o .

wre L,

how to dca\ with thr.u- dimonsionll lDlCQ on a N

two-dimensional surface.
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the imdcrtancc of.bacquaund . One person related how he

drawinq . Anathuq,cxpruslad her delight at touchinq the

~h¢$nq ;skqd'.

T . L B ’ .
Analysis of Documentatjon from the Adult Drawing Class ROM . ila‘

[y

~

&

As explained by the'heacher,'thé ob jectives of this ten

"week class was to bring people in contact with works of art ¥

as well as teach them drawxng skills. By 5panding time

drawing the object «they would empathize and perceive more

about the,work of ‘art as well. In other words ,empathy wuuld.

develop through learning‘grawiag skills.’ ® ‘ . C ~f”\\

9

While thesa were the statad objectives ,when they were,

, )
" asked what they had done ,- all the people interviewed éaw..

the experience as a course on learning to draw.. They.

expressed pleasure at thxng mastered the skills of

2
randering a three < dimansional Dbj.Ct on paper so it looked

.

real . They talkod about lcarninq to draw rualistically ’ .

LREET SV et LY

about using highlights and shadows to show depth , and about

. 4
overcame hll lack &fF skill in drawinq, by modelling the

‘marble bust that he was trying to draw in plasticine . .o #
), .

first; that scnmod to have freed him up to deal with tho

A SR

IPLANE 84 S S 1 S

marbl‘fhoad before drawing it so that she could rnally funl

the concavttips which caus-d tho lights and darksleh- %?' L

teacher had cnmmupi:ntnd to them 111 a funling that -they .' ' 2

too worn 'crcators' and could oxpr-tn sén.thtng visually. .

|
Houov.r, none’ n.ntlunnd the uorkn af nrt, as such, wi thout

L}
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When asked what they had learned éﬂkf was new to them, all
answerad that®t had been in the realm of l‘earn'ing drawing

skills . Another feeling, though not as strongly perceived,

as that of the physicality of the work of art - its size ,
“,)Zts waight , and its surface. ' |

i

e o \

ar“t s» most o-F them understood that’ the Roman portrait busts

s

were real:stxc . They mentioned that they were in the

- ‘ s presence of an art object 'trrat depicted peopla‘;}ha_; hadﬁpncu

R -4 waved’ ,.

- ) . . livad. Descriptions such as ’life-like’, ’Marcelle

A ' geal person’,’bags under her nyaé’ ,unique physioghomy’ and
A}

L -~ \ v
omely’® were used . LY .

. When {t came to aﬁ undorstandiﬁg of what might be sohe of
thi a;;ists' éonce}ns . there was 1ess agreament of opinion.
i There was a qivisigﬁ between those that fel£ tfat these
| works showed people as they really.wére » hence the artist
Qas concerned with imitatinq 11§e‘as clbsely as passible in
B i . the vcry diff;:u}t medium of marble. - Others saw the
portraitist dcpicting the sxttcr as he would wish to i;
be portrayed to the world. Hence the artist was concerned
)with-idnalizing nature Br agqrandizing the sitter. Thg v .
man who had drawn thl.bust of Tib-riusflhqcausc of h{l {
' ', - prior knoulndgi of history y Clearly und.rgtood the roln
,-that imperial artist had 1 to snhance the 1mig. of thtl'

+ hated- emperor. 8o doponding oq;um:h portralt they had

3

.When asked questions regarding knowledge about the work t:at,.\3




'© it was a hidden qdpda which should have bedn addressed in a

" ‘tuned-in to the work'of'art,-as wall as learning to draw ,

" not actively dealt with .It did not seem to be an

! 4

decided to draw , all of the adults understood the functioh
of the art objacf and the rufe of the artist in Imperiai

Rome.

Thare‘has no mention ,however, of other kinds of artistic’
concerns such as design qlambnts , or formal and plastic

qualities of\tgs/uork‘of art. From the class I observed ,'

v !

this did not seem to be part pf the discussion of the class.
Most D% tHe dialogue had centa?nd aroqnd ghe techhiquas that
would bq*useq in the artmaking.‘Neithe; were such taerms nor
guch'nxprnssicns part of tﬁa cxp.rinﬁé%_of‘the pebplg who

took this course.

v v

In énnclusibn.‘thn two objectives ,that tho<;¢acher
. ‘ .

articulated to me, were met by the people in his class.

The adulti‘who had cnrollid in a drawing class felt they had

learned to draw . When they were intorviewod and guestioned

riibouF the art wo}k they also became aware of the artist’s

role as portraitist of the Roman period. The museum

educator’s goals of teaching them to be more aware ahd ~

P

Were met to some extent . In the actual practice of the .

' tlips-s,tho focus sé.hod to be plasxd an the art skill to be
. . . B' ‘

learned. Empathy with the art object was a by-product and

i

issus that was raised in any of their classes. One could say

84, - ' v
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< mora direct way , if the participants waere to gain some

® artists.

),

insights into the concerns of
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‘Chapter 7

Summary and Conclusions °

This study is concerned with|unders¢anding the meanings

that vigitors constitute for themselves after participating'

[y

in museum educational strategies - especially after

experiencing 'participatory? activittes.vThe four museums

'docuhanted of&ered very diffqrent kinds of educational

activity ta their public.

]
Yat -the underlying purpose or goal of all of these
activities , was to help the visitor understand works “ef

art . This goél was approached in different wa§§= there was

'an adult drawing class , a series of hands-on games, a

parficipatory lecture and an exploring gallery where the

visitor ‘was encouraged to manipulate-ocbjects.

-

1

The activities observed and the intﬁrvaaws collected,

suggest ihai,anltho uholn,'dn;pln found positive and ' ‘ ;
agr;oabla meanings in m;snum participatory expnriencas.n ‘ JK*\j
Those at the Royal Ontafio Museum, felt proud of the
drawing skills.thly had learned. The visitors at the'Arp
Gallery ofIDntario ;njdyud ghn'axchlngn with the animator
and th..fhforq;t;nn that he gave them. At the Montreal

Museum of Fini Arts ,the grm-—playcrs learned afiout the-

concerns of artists, dtlﬁ:ycr'd'thi visual language of ’ .
« L . ) > v

paintings and had fun. . It smems to s that all these

+

" .

™ T —— - e ce———
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positive feelings flowed from an understanding that they

had ’'achieved’ something by participating in an activitys “

that they had been active agents rather than passive

bystanders. Thi% ¥feeling af achievment had humanized the

museum encounter and'had encouraged the visitgr to feel

k7]
involved. In a sense .,personal me?ning and satisfaction
had emerged from participating in an activity.. 0
! |

1&\ .
Another aspect that emerged from the observations, was the
. ?‘
need for contact with the teacher, or the guide , or the
animator, to humanized the museum encounter . Often the . -

visitor did not know what to do, or what was permitted to

‘do. in these situations. Through a dialogue hith the museum

person, they gained coﬁfidnnce and involvment‘in the C.

activity. Perhaps these gitud@ions were different from the

-
.

usual museum visit and people were uncertain as tb‘what was
expected of thed. Yet from the positive aspects of the
contact with a guide or'animator, ( such as John,the
teacher in-fha drawing blasp ) or the negative reé&lts

from lack of contact (the Discovery Gallery ), it suggests

that, by and large, people visiting a museum or a gallery ,

look ¥or a guide or animator to ¥acilitate the encounter !
with an art object. The interviewer was also seen as a ) §r

museum agent and thus was also seen as a “facilitator’.

-

* L
) . ‘ . ¥
)

fh. interviews showed that there was also some

understanding of the concerns of the artist by the

\

v -
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3

particibanfs. They had leaFned about Roman portrait busts f
or 19£h century still-life, in an indirect way. Although
the activities of tﬁe ROM and the MMFA did not deal with
art history as such , yet in the playiné ofkthe games or
the rendering of the drayings, there had been an

interaction with the‘work of art which Wat educational.

The participants were made aware of different dimensions. of
the acéiyities they had experieﬁced khrough the process of
intaerviaewing. The ﬁuestions dealing with ;rtistic concerns
of intent ,form or expression, demonstrated that thgra were
issues beyond the‘maving around of shapes ar drawing a
portrait. The visitors were surprised at the type of
questiong that they could answer almast heyond their
éxpectations « When th.} ware pressed for answars to
questions many seamed not to have conside:ud . th¢§~shawad
that th-y ware awa;a "able to empathize‘w;th the grt.
object.Their attention seemed generally to be focussed dn‘
the‘ovnrt objective of the acti&ity - learning tovdraw ’
playing a gadb . ;econstructing A painting... This suq?ests
that aqain‘it was thrauah the dialogue witﬁ the inte?vieker
that these ideas emerged . Tha knowledge was thare buf it

naeded a facilitatnr to make it knn@n.

L
Ll

Looking at the ’"aesthetic meanings’ to be found in the

" experience or how well did the form of the activities

support the meanings which‘qcrn'intnndid, it seemed that

¥ [

. 4,
> v s - [

1
%
L4
N

B
i




: S Lt .- ‘ N .. .
which he had researched. What was {nteresting to rote was

~
Y

the design of the activities and the context in which they
waere placed naeds to be carefully considered . For instance'

the Puzéie.ﬁamn at the MMFA did not achieve. its purpbse

)
because the over-riding meaning that people found in the

activity did not relate to the paintings . Puzzle

@

enthusiasts could participate in the game without ’seeing’
the paintings. It would seem best to avoid an activity

which is so loaded with meaning from other contexts .

Similarly ,the art and a?éhno}ogy §eétion of the.Discbvery

Gallery , failed to reach its objectives because the
) i

educational strategies were at variance with the message of
the whole gallery. In a room where the basic message is to

learn’ in a "hands-on’ manner, there was no incentive for

’

paople to get involved with non- participatory actfivities.

A lack of knowledge about art nduéation methods preventaed

A

the design of activities which would'have been more

N

'suitabln. .

f

4

Thc‘participatory activity of the ABD , which was happily

received by it audienca", shoulq”hn‘rnnamed the "®uratorial

¢

1-19cturi" that it really was. The format of the guestions

did not encourage the audience to?s.arch for personal .
m;anings nor did it model b&pdvior which would teach the
visitor ways of analyzing a p;{nging » The museum educator-

, . o :
encouraged his audience to guess at the correct answars.

.
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‘musaum ‘uanti to fostaer them ,'%hcn this go:?Pneéds to be

' Game, that the activity effectively engaged people in »
. looking a:iivqu at works of art and empathizing withgthw ’

‘artist’s concerns, . The nature of the ac¥¥ity made the

__interviswer or the guides, ’ nnaning;‘cnchQQ'uqtch‘cano :.:

bl

P f 7 . +

that both parties to this exchange , audiénge and lecturer, s
Qore.most comfortable with théir accepted and understgod |

roles. The only times when there w;s a feeling of anxiety , -
weére when the Qisitors were askgd for their opinions .

These opinions were reluctantly given .These visitors haq

v )

come to get informaton about the current show not to have

their feelings and perceptions about art displayed. It ig\ .
difficult to see how this type of locture.helps paeocple to

emdithizo with works of art.

~ « - -

L}

The drawing class at the ROM , which had generated such . v

[}

%

pogsitive feelings in the participants, yid'not rnallf

q L 4

address itself to its secondary DbjﬂCtin‘Df/LQIDinq peoplsd -

to. empathize wgtﬁ warks of art. All the. emphasis was on

.®

o x

l@arning drawing skills. It was‘in the process of

SO

interacting with the interviawer that other meaningg

emerged. If these meanings are considerad important and the:

dealt with in a mare direct fashion.

N e oo
It was in the other. game at the MMFA ,the Shape of Space -

5 )

AL R K T B o P Bty by mamr bl Sl mraeY St X F 4B T as ron e

- Nt
Pt 4 e Pt
.

; . P 3 Ty,

“

visitors look for the answers to the guestions that were ERER I

hd ‘

central to the art work. Upon discussion with the -

-
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' from-the vifitars’ awacﬁness-pi_:kg art problems. These
- ideas did not seem to surprise the\yisitors nor did,théy
s > -
L3 « .
\ feel tentative about expressing them . However, it would be .

<

// . "+ difficult to say whether this activities helped people to \

| transfer these skills to other siﬁuations;}here would have
e e " ’ . ’

‘
. 4 g0

> ¢

e

‘ .to be ke-;nfercémeht of establish the leafning pattern. .

\

"It would seem that activities that involve the>véehér in’
searching for clugs in, or referring fo, or just looking
intently at, works of arf arehhblpfgl to get tﬁe public to
learn about art En'a non-directive way. All these

.~ activities extend the time spent viewing a work of art and - e _

> N

reactiné to it. Yet for learning ﬁo bé~actualized,'.there
. a
needs a dialogue with:an interested party. .
1 o )

\ v

An unexpected outcome of this research emergad from the

extended rcole of the interviewar. I was seen as an agenti

r

of the museum and the public reacted favorably to the
questions I askea. In the proceséiof inte;viewing ;
mean}ngs ware di;cpveréd by the participants thch had not.
Qean apparent to tﬁém before. Thﬁh th; dialogue around the
/fﬁ" art obje;t . actualiied~learning and “ I acted as ‘

‘facilitator’ in the situation”.. ' ' ' e

'
.

In as much as tfie interviews helped the participants to
AN . reflecst on their experiences, the type of ;osbarch‘dhosun
helped;'he to reflect on the dynami&s ofithcsé situations.

’ . ’ ?1.
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'@ ".What did you do insthis workghop?

1

Transcript of interviews from Feb.1Z,1984.MMFA

‘Interview with a man .
. . ’ - a
8 . N T

.
a

e .

A. 1 triéd to HEIp my daughtér, to guide her to see the’

reLationsth'betwe;n 'the.sQapes-so that she can have the .

* . . - s - PR i
same point of via? as the artist. To reassemble them in
o 1‘ . 1] - "

' ' X
.

space.

@. You concentrated on, the artist’s point of view?

A. Yas, that’s it- to réproduce what. the artiét_was‘déing.

Q. Since you were concentrating on the point of view, what
/

do you think the artist was doing? . ;

A. I don’t know... (laugh) a Qinduof é;snmblage...l don’t
know what he was doing! what' I was trying to do wasfto get
the same po;nt of vfaw, to get the :pac;."

@. What did 'you learn that was new to you that ySd didn’t

*

know before? o ’ ) . S 0
A. 1 don’t know... td‘see contours maybe...’ < .
Q. Did you search for contours and forms?

A. in gearcﬁinq for contours, you can see the forms more

@asily in the beginning—and in-relation to each other.

»

" Q. fhat was how you went abqutodoing the game— by looking

. .
LI (9

for contours and forms..,.

A.Not at the beginning but later I'gnpéritadd ,

~EZY( to little girl) did you help look for' contours too?

A. ( father) Yes, she hclpud too.She understood well. In the

)
’
-

.93,

.



begxnnxng she asked to see the painting.The understand1ng

came from moving the pieces around.It was in the

-manipulation af the pieces that tHe relationsﬁip .0f the

forms was understood.

‘.

Q. After doing thi§ game, did ybu unQerstand what were‘the
ahtist’s concerﬁsf either formal or'interesté?

A. 1 dOn’t\know...haybe how he saw the shapes..nlt’seems to
me that it is all in the contcurs.The;e isn’t mu&ﬁ

perspective.In the other painting ( Bonvin) one sees more

<

perspective, there is a play of colors while this -one is all

the same colors which gives. it less parspectiQe, %ike all

the colors were stuck together.We can see more depth in the
, . \ ,

I

other one.

A\
#. So, would you say that this was the artist’s greatest
pictorial problem?

A.Yes, I think a20.Ha wanted to interpret the interaction of

-

things. The colors are almaost the 'same not much préi of
h o,

light...the background is dark, the forms are ( pushed )

together and lighter.The whole is much more'important than

n
~ ‘ «

each part.

Y

@. It helps to have.these two paintings together; tb
’ J '

. Y . :
formulate ideasy Wwhen one sees them togethpr it’s clear the

differences. (~

A. Oh, yes. lh ‘that one ( Bonvin) the objects are all

separated ,/Andapendent and detached.Whereas ,thls onea you

‘can’t separate them They are together. non—datachable.

o

Q. After doing this game did you learn sohething new to ydu

‘' . 94-

- b . — -

2



about painting? . : {

. i . .
A. Yes. The artist wants to show hﬁw he sees things, he

s

wants to be original . No use being an arﬁist if you can’t

be different. _ !

d. Did this,dame give you ?ome'idea or help you to talk

with your child?

A.No, I already do painting and drawing.

3

@. So fou'were familiar with these problems of contour and

representation...

A.Yes, but it confirmed some of my ides and it made it cl

.

about perspective ahd contours.

®. Thaﬁk.yqu,very much., . . —

Interview with a woman déing the SHAPE OF SPACE Game
\

Q.whét did you do in this activity? '

A.l waslarranging the shapes to gct‘a very qbod perspective

~

for me.Tha light'falfs‘nntn the differant sculptural,pibcns

here, and combining those pieces with the shadows gave me 5

very beautiful coMposit{bn. This is what I was trying to do.

"3.50 you were trying to do a free re-interpretation of

these forms.

4 ~

A. Correct.

@.What did doing this game tell you about the artist and the .

. /-
the painting? . _ o o

]
]

9'5 . \_<

g
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A:Obviously, he loves to do still life, the arrangement of

hﬁsgmaterial « he loves fhE‘muted colors. He is not into

» ~
s

bright colors, he used the muted colors to give effect.’

@.Was he doing the Qame kind of thing as you“were doing?

s.No! what I was dbing was ‘just the reverse.The efféct of

the lighting was giving me these:sculptural,,effacts‘and
. . . - e
shadows. '

BN b
‘ .

Q.bid yPu lear sométh)ng new to yBu from doing thi; game?
A.Yes, learnad that you could téke all these shapes and
move them around and geﬁ new ;ffects. WDrking-in'thre;
dimension {nstead of 5u§t.twccaimension.

G.‘wha£ I*d lgké to ask’géu after haQing par£icipated

in this game and from what you knew before, was the artist

concerned with'sometﬁiné?specifié from an artistic point of

® “ e

view?

A/He was most concernad with the fruit- the overlapping of

the'ubject,Whht I like was the simplicity. He toak just two

7

sihpln fruit.He shawed the fuld view of one, them he cut it

into two, part view of one and a quafter view o¥ another .

aq

Q. Variations on a_shépa? How did you know that’s what the

artist was concerned about ?

A. By lgoking :at it ! 1 observe that there is not much
: o188 ) ,

’

variation of frq'

,that he really wanted to get close

< -

icular -frdit...to really do a study

of one fruit. '

Q. After playing this game ,did»ysu\axperience somefhing new

A
. A

to you? l , 4

Nesbotrsmmiomeceommaisiris

’
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P

. A.He liked horses. (

L]

A.To. look at something two-dimensional and then transﬁér it

to thr391dimensfon{1t gavq‘me'an opportupity to enga 2 in
2 : .

something new.

N N

[y

Interview with a man and his son. The Puzzle Game.

‘

@. What did you do exactly in this game?

A. We reproduced the painting. Dominic (the oy) started

"

with the horse ,then we looked for t§ge pitcher... ' "-

Q. After doing this puzzle dia vyou fé&el you pa! learned

something new about this painting? /'

' {
A. It took a long time! (boy) It mades u§ observe the

paznt:ng a great deal...alL the detail's of course.
Q. Thlrl was a constant referring. to/the paxntxng?

A. Yes...I have already done painting and drawing so I did

nat loarn something new from the démposxtiqn poxnt of view,

. After all, this is a fairly classic work.All the elemants of

a still life touch each other ...the%e is continuity .I

didn’t: see something new to me! I knaw these elements

N

already.
Q. ‘The artist worked withifAi a convention?
A. Yes, he works cbnvent'onally. The dompositiqn is a

classic still 1ife. v

@.What interested Nicholson the most within ;his’conventidn?

y) Ha is attracted to the forms, the

' colors -are not intgresting.This pginting is not

7.

o o

e e /

Q
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color.Finally I would éay, like a photographer who wor ks ;n
Black and white +he is attracted to the geometry of the

forms.He plays with circles-and thiaﬁgles.(father)

A 3

° P ¢

‘Interview at MMFA with woman and daughter.Feb.19.Shape of

- / )

L]

Space game. ;

Q. I'm doing some research on this situation and I1’d like to

ask you some qun;tﬁons abbut this game that you’ve just
played.What did you do? -

A. Well, she’s a little young,she’s never done this
. v

before,she’s only four, so we did it together.We took the

‘sHapes off and I said to look at the picture and figure out

¥
N

‘A, How did we dncidc whether things were right or not right

¢
[

e

i .

where things qb. She started to put them up "and I helped and
L4 . .
wa finished it off together.Is that whﬁt you wanted to knbow?

Q. Yes. When you helped her, what did Qou do >

‘A. ...(inaudible) Amy, right? we looked at the painting? We .

noticed some things were not guite right. ' ‘ -

@

éﬂ How did you decide when things w.re_riéht or nbf quit; .
right? ‘ | ‘
Amy?Was it when we were looking at the paintingp?Wcllabked
aé the paintings,right Amy? | ’

G. You looked a lot at the painting. Did you learn

something that you didn’t know bnfbru, from doing this game?

'y &

A. No. Not really because I paint. I’ve often had‘thf: .

oot

98- ) * ¢
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. concerned with? . .

3 . .
re-create with two-dimemsional shapes a thre-dimensional

.
\ .

feeling. It doo;n’t work very well,

Q. Y;u found it hard to do-this game? | N
' AL ;éah, the plate'daeép’t work . That plate has to go some -
Qhere but it goes under.

@. But isn’t it still a flat shape on the canvas?

A. Hummm... a flat shape on the canvas...

@. You don’t sound convinced...

A. I know but it goes under the pear! That’s the problem! it

won’t do that!

@. Yes it is a little hard to do that . o

L]

A. So it looks like a lone grund. (sic) S

Q. What do yau thfnk thg artisttwas doing in tﬁat péinting?
A. Oh,I think he wasAmhinly concerned with ;nlcrs'but a
lim;t.dur;ngo of coléé;, with vary_ few caolora and few
distiﬁctions between thesn‘cblorJ.That’s wha£’s powerfuI' .
‘abaut it fnot the shaﬁas. I like ghe shades. I. admire peopla'

who can work with a few colors and do a good job.

> “
Al

@.'So you feel he has done a good j;ob then with the colors.
A. Yes, well he has! I don’t know ... it’s a dull
painting..:l don’t like it a lot. It doesn’t appeal to_me

but I can appreciate. 1‘ .

. . . . \-
Q. Do you think that color was what he was tha most

.

L

Ai No, I don’t'thin @ did it for the color, no...He would

"

have done more with it. But.l appreciate the subtlety of the .

99- ;: *. : ' '
A

experience .Huuum , what did I learn?...Tt’s very hard)to ~‘,'

g
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color. . ‘ . 'd‘
% DR L "
@. Then what was he concerned with? :

) .
A. I don’t know. 1 guess I’m not crazy about the

picture...it’s a dull sdbject...a:very dull subjzft VA {
suppose it’s good to teach somuthing.%ut I don’t feel it is
an exciting painting in any'way. It’s a,very bland

composition.It doesn’t make yoﬁ_think of anything.It doesn’t

make the fruit tasty in any way.
M E 4

Q. ‘Comparing it to the painting next to it, do you think

. Bonvin (the artist)was interested in the same sort of

|
things?

A

A. No.That painting works with highlights ,'3a certain

feeling with the candle etc....no, not at all. Are yéu‘going

. .

il
to ask me why naw?
rs

I

Q. Well, no... I was int-rested in this game and what the

game made you exparience.Also about the artist’s concerns

4

. : t .
and whether this was new to you...

)

0 .

A. Well, I°’ve had the same concerns. There 15 more risk

takiﬁg over there (pointing %o the Bonvin) . b
' : . /

. @. In the Bonvin?
A. ;;.(inagdipie) it’s a good compositidn,éveryﬁhing ig in :
it’s place, light,arder and color. It’s quite

conservative...

Q. Thank'ydu.
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Interview with a man with several children.Shape of Space

.
. e

Game. MMFA N

@. I would like to ask you what you did in thfs game?

'A. Oh, T didn’t do much! Actually I tried to tell them to be

b

'interpsted...not to be satisfied w}th a first glance. I

‘wasn’t happy with the first _attempt they made, so I made

P

them try again. o ) '

Q.nHavinQJdong this game, ﬁid 1F ill you something about the
painting that you didn’t know befaore?

A. Well, I} have studied perqpective.;. N ' . o
Q. Oh, you study pefspectxve;

A. Well, not rxght now- but in the past 1 have stud1ed it .

There were exercises we did in perspect1ve It's vary

imporfant. It*s extremply difficult for somtone who doesn’t

know what it means perspectivae.:

~

&@. Did this'game help you Eo'understand perspecti@e better?

.A Yes...this gama looks very ;1mp1a but aCtually it’s very
difficult to 11gn up the forms exactly . Especzally as the
wooéentshapll are {g/plan view, not three dxmensxonrdyhus
you must deal with perspectxve right away to get the rzght
shadows, the right arrangcment of forms. ’ '

G. Would you say you have to be able to "F;ad" the paintiné
to bepablo to do this qamé? | 7 3
A. No...not neqessarzly Thqre ‘are pecple who understand
perspactxv- naturalky. A:tually if you look at art1sts, some

havn more talent than others. Certain;y_therp are things he

S <o -101.




Lty
~

. (Defain) can understand better..mathematical things..,

., @. But artists are not better than one another Eecauée of
qer:pecéive?

A;’No, nop only Se;ause of perspective bﬁt‘fon doing

stigr livesjobjects a la Colville. Now he’s a guy who is a
N N ” . AY

~

champ ;n perspective,

d. Yes,  and in a very interesting fashion. After doing this’

game , did yoﬁ learn something new to you that you didn’t

know before?

A.I think it is a ve;y'gqod way to learn something very
_difficult...to reprodqce samething in Art...it ig very hard

to raprodu:; something to look like 1t is in thréeLdiﬁgnsion

7

but is really flat.

&. Do yo;.think thé£ perspective was tﬁfé a;tist’s main
‘concern or somethiﬁg el sa”? | |
A. That I wouldn’t say wgat interestad him...perhaps ig this
painting , light aﬁd dark, § l?th century téchniqué.He
startad with a too}, lika‘pekspective; énd'ﬁe Qa; aﬂle to
express his soul (sq%tir son ame). Maybe not speéificallg in
'thi; ﬁainting, There's.nét anly perapective but a choice of
paintbrushes, of colors which help to show the‘emotions that
he wanted... ) .

Q. P-rspocfive is oniy a tool like the others...

A. Yes bqtqan essential one.Like a cafpenter with & hammer. .

He must be able to wield a hammer sa saw, otherwise he won't -

be a carpenter . An art{st must have manual dexterity too .
( sy N N

1
s

A
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but above all he must have -the ability to see things in

) perspaétiye.yktb be able to show a three-dimensional: object

on two—dtmengzghxt Lo oo .

~
b "

@, The paintxn? on the left (Derain) has in it the same sort

4 s "
*

af shapes as t e other (Bonv1n) Do you th1nk Derain was as

lnterastad as Bonvin in perspect1va”

'A. oh...that’s a dif¥icg§t'que5tian, I aon’t have eﬁough
knowledge of art! I’m not an art critic! But I think in the
Derainuthe‘importance of the shadows is .less pronounced.He

- has p]acéd;;mphasis on the colors...I would say the ade%ite
LK)

,of the colors.Do you know what I mean? If wé look at the

Bonvin,it is appetizing.
things'gpemsalves but in the shadows.Whereas the.first was

Nais

really interested in the fruit.

@. Thank you v¢r9 much !

»
- -

Intarview with two middle-aged ladxns at MMFA

. Feb.26, 1984
black & white puzzle

.

A

@. Could you tell me what you did in tHis acfivity?

1

A. What I was trying to do was to reproduce the paintinq

“"'that I had seen.But I found one had to have a lot pptienca.

‘After all one had to have a gcad°éya to Feally do it. I

found it was difficult to do, but I found as many pieces as .

: Y
possible. . N . .

\
.

Q. In doing this puzzle, did you leérﬁmiomnthing about ‘this

8

»
Yo

‘ | 103.

The other is not interested in the

\
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¥ ° ‘ [N /
> s ’ . . uA " ?
Y ' ‘ N ;- " \.
' k /'/ (J b ! ' \
. work of art?
1 ' » L 4
) - N ‘o N . . o N
& v 2 A. Yes, to say I.gnjoy coming here. I used to take ‘painting
b » . courses, my sister is interested too. Well, we come to see
i . : .
7 | _this, to keep lookin® ,” to learn to look. ' , .
:-.‘?‘ .o ‘A‘.‘ . , . ] )
1 7 < . Yfs, but the game you just played, this puzzle, did it '
Mo help you to see something in this painting? '

. . - -
‘* A. Well, I would find iE difficult to say... But the lines

".4‘?; !‘ . - ’ ﬂ'

- & . WO not really reproduce the paintingﬂexactly... ' .
@.Se it Was a little difficult ? N\
& @ ¢+ A. Well ...it took patience! '
’ . o . - . v , .
N . ., Q. Did you learn something that was new to you? Something
. . v‘/ . , > ' N T .
T you did not know hgig:g? .

“ ‘ A. I couldn’t-say... we didn’t have time to do everything,..
TN . '

Q. Just this puzzle, thigs gamea, did it heip you to know =
~
—_— sumething you dfﬂh.t know before? .

A. No..natﬁegpecquy,,_f n I

—

Q:\The idea of these ggmes is to help people to look at
’ / r .

4/ ‘
1 paintings, to facilitate their looking. 1 am interested in .
a i - ’ v * V/ ' i €
<« asking you about the work of art. What do you thipk

céncerned this artist? . -

;
- '}" A. What concerned hlmﬁtha‘most7 I’ve looked at this painting
’ v \
but I couldn’t say what int sted him. Maybe shapes~ he
. ) . ‘

" could have worked more on the .color too. It depends... o-
’ v ) . ’ '
@.Color too? Did the puzzle help you there?

N A. No! We tried but we should have 1ooked more at the

Y

2

! painting. We became more invalved with the puzzle..do1ng it.
. .

. Wl wcre just trying to do the puzzle S0 liswould lock like
. . ” ”

.

« ' \ . -
S | 104, g
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b
.

. .the-paintidg but it wasn’t exactly like the‘painting;. The
crayon lines were not ,the same.

4 (2
Q." You know you did sperd 20 minutes looking and working at

s , . ° R .
‘this pyzzle? . ((A o ‘ ' -7

: uhre. Yes, we’ 'did ... Really” (other sister) ?
- \ -
’ Q. Yas and you, looked a lot at tha paint1ng !
- N \
A. I w;s tryzng to find paxnts of similarity but I couldn t.
~ - 8ol transposed the shapes to,complate the’ puzgle because’ I
e ‘ . v . o
( .couldn’t do it otherwise. . But Easi;allydthevpa(nting.didn?t
i help. - o A
Q. Thank you. .- = ‘.‘,: ' ; PR :‘
.. . " . - , ‘ y
A. - y - . e g )
« , . - .
2 ! ‘ . a .
" ; o ; ’ H . A -

, Interview with woman ;Ha'bgy at MMFA ,Feb.2&, 1984. Black 3

and white puzzle.

- \ : ,

[

@.Could you tell me, what you d1d in thxs game?

B

A. We put aipuzzle tagethdF
< . R B

Q. Did 1t refer to a specxf1c paint1ng ih this room“

L4

t

g A. Yes it did . To the gne cver thcre.(B. N1cholson S Stllﬁ

| T, )
life with horse,) , L s .

K

G. While you wure doing this puzzlg”dzd 1t tell you

something ‘about the painting? =~ .. ..

© 'A. 1t wasia picture with,thrna mugs and a hqése'on'onb of

them. o E ﬁ\

’”

-

Q, You recognized shapes and objects in:this_bqfnting.Did

-~

B L 108,
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Q. What do you think .

3
’-

you, learn something yqﬁ hadn”t known before?

o

A. No, I don’t think so.

-t

1. No ...7 One of the mpasons these games were designed was

to get people tb spend more time lacking at the paihtiﬁgs

[3

the artist was'tryiné to do-7?

artists are doing..

B. Well, everyone can have &n opfnion..ﬁ

3

A. I guess he’s trylng to put evéryth;ng 1n the place in the

center Df the pxcture‘Da you mean what the picture means9

evaryday” Or was he try1ng ta give a message...‘
A. { doq&t think he was painting~what‘ha saw every day.
guess a few buddies were gett1ng together to have ' a .

beer—thera -3 foam on one of the mugs or someth1ng.

A. You are asking somgone who knows nothing about.art!‘

Q. That’s OK . Go ahead ! ¢

4

the mug thh the! hcrse on it.

" Nicholson 1iked it too ? }

A. 1 don’t know.
@..Did you do’ 5ometh1n§ yo.t,l :likad ? Would you like -to }:lb it .

aqaxn ? ’ o

-

-

A.Well it was fun for ‘the kids.

- - . PR S

i . . 106-

than they would otherwise in a gallgry.

A

14

N

\

e

3

he was the-most interested in? |

:Q. You like ‘the cup with the horse on it. Do you thigk

I

We do a lot of puzzles at

What did you think

A. Are you asking me that? I’m not tdoﬂgnod at knowing what

Q. Nall what was he doing? was he paxnt1ng sometHing he saw

"A. But I would say what appeals , what I(iika the bast; is



u.' ) . ’ (
,',
hdm;; . ‘ | y ‘
Q. T)hénk you véry much. ' e
S y : . . - .
- ‘ ( o Y - ) - Y
' i . f b ’ )
. . -' . ) ul .
Interview With a man with couple of children at MMFA .Feb.26 ' |
© 1984. Bldck :aqd white puzzle. | ' , - DA )
Q. What did you do in '\t,hgs; activity ? ) ,'.«‘«_j -
A, It’s a rnprodu;ﬁion o% a pain¥;ng. _ . - . ‘
Q; Haw did you reprodhce‘this painting. ? ‘ o S ‘ o . T
Q- Like ir ceramic tiles. ' R : ~
h Q. A pu zzle made of sauane pieces like-ceramiFwtilgs.f:' : . -z
©. A Yas, A
. Q. In dpfﬁg this puzzle, did you learn somefhip; about thé\‘ | q~
painting 2 .. S | ‘
- A, Yes. , ‘°, } . i ’ : ‘ s" L ;T,~ .
- ' h ,” : e, f
. @. What ?° \ T . . *
. A« pagso_)‘{ﬁit'cdyor islvnryrambortant in a paintiha.‘1€ -
s the puzzle had Been in color, it wéuld have been- easier. . L o
. Given the fact it was in black and wh;tn, it was vpﬁy 2 ‘ "‘~' N
dxffzcult to placc the shapes in, the puzzle. Y ; t. ;“VL_”J - !K
. 0. Did you do somcthinq that: 1nterested you ?Do you lmko ”'~;, . é
.}puzilusf? Do‘you,lxke to look at pa:nt;qgs [ IR ; W L ) %
‘\A. ¢?s, I do like puzzfés. Generally puzzles;rnpro&uc? | ' ;
- famous ;ain%inqi.. o o ‘ , zi1 .J e "}I
{ﬂ A_Q;_AhﬂY:!lﬁi;YDu are used to &ainq a lot -of éuzglosf in rf o '
SR RN




doing this one, you sperit quite a lot of time looking at the
e paiﬁting. Do you think the arfis} was interested in

something special 7?7

A. (long pause) In what senmse ? ,

@. In the sense of painting. Was he interested in light ? qf

in giving messages or K spmething else...

; -, A. It’s difficult to say.... - -» .
‘ @. Did you do something you liked ? would you like to do !
' L~
this again 7 . < -
. u - ;
A. Oh yes.
i . .
@. Have you ever done this kind of thing before 7? , L~

" A. [ have come to the museum before to visit galleries, but

[

I have npever come to any workshops before.

-

Q. Thank you very much. ’ )
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Interviews at the ROM ,Feb . 285 , 1984 . Adult drawing class

.
[

@. Pearl, could’you téll what yod did, in that particular
activity?

I : .
A. We were drawing heads from Rome —Roman heads actually .and-

trying to get the idea of something more three—dimensioqal
' than what' we had started with. We have improved. as we went
€

on . John, our teacher, asked u¢ to get up and‘actually wal k

around so that we could see that there was something behind
¢ f

the facade.I really enjoyed thaf part very much rndeed ! I
like the idga of being in a gallery because you have the
peaple coming by, but that doesn’t bothaer me, 1t adds to it.

B

I think they enjoy it too.

®. What did that drawing actiyity tell you about the Roman

b heads ? . }/
A. I think their proportions were perfect but I wondered //
- . ‘ about that. But they ware human beings...So they were not /"

éoing to be the perfect classic fcrms, I think they
engineered a lot of their work. 0Of course my favorite Qas‘l-
the lady with what we used to call a "Marcelle wave"
tremendous w;ves,'that*s what fascinated me. That’s:what’l

.Qaﬁteb to/draQ '

- : " @. Now, I would like to ask you what you learnad that was
new to*you from doing this activity ?

A. 1 th;nL it was_the faét that in some way it was possible

to make a drawing look life like.Whereas it was rather

‘dismaying thought that.on; could ever get that down on

109.
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'
’
N .

e paper.But John'alkays said that we are all creators and we

7

’/@efe're—creatgng s, all thesd yéars later,'what“the original
o - c, . . .
sculptor had ... some of his ideas.

. //4 @, What do you really think th% Raman scqlpior was really : '
“;// + concarned with 7 L | SR h | S
)ﬁ o A. I‘thnk ﬁe.was‘mainly,cdncerned with was giving a good ‘ ]
/ .. image , .presenting people inngﬁe Yery best way.
‘// ) Q. Maybé not showing exactly how they logked but in showing,
// them to good advantage ? .
// a A. Yes, I' think so . I doubt very much that they ware so )
beautxful as they looked in the1r statue .. o : ) v

&. Thank you, Fearl .

-

' ROM Interview with Barbara, Fab. 25, 1984
W o . . , - :
‘®@. Did you do the same actxvity as Pearl ?

L A

- B ch,I think thd most useful thing John: suggestad yas far .
'// as I was copqarned, was to show that thére was a background.‘ i

/ “ " That the head was not jusf ihxlimbq.This‘hélped us to get
thi‘thrnn-dim-nlionaL effact that he was urging us to do.

°
P

. @ What &id you learn from that first encounter with the ~
i ~ Roman head ? : . oo . ' . .

A.To pay attention to thn background‘ Don;t just drawia ;ioé

+

Varoupd what you can see of.thn head and then put in the -

RERE I - O

features. But rather, puf;in a backéround of qﬁoy\that o a3
. : § 04 ‘A N \\ ‘
\ 4. © 110.s SR
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stone. B .

L3

At

comes up to the form.To me that was the most successful

measure that I had ever Atried.’  ' L l , : V“&*ﬂ* o
@. You learned a lot about drawing and how to go about it;
how you can achieve a certain feeling of ’&gpt’h and \
threa—dimensi;:m. Did you havé the same feeling _.“ as Pearl
did , wﬁen looking at". the Roman. heid, thaf the sculptbr' was
trying to pieése ? |

A. Dh certainly ! everybody was sculpted to ‘look S0
impressive. Couple of thé heads that I dealt witp were
larger than life size to begin with. Oh, yes, they were'

bought ‘and paid far by the sub ject.However, ane og our

classmates who is very skilled in drawing »,made’hergs 1 ook

like .;h-. man (subject of the sculptul:-s ) and that Qas very

interesting.

. Q. So .you,félt that‘rthg ac,tdal;' sculpture did not look like

\

the man...but. a rather grandiose version of him ? ' R

A. Oh, yes, I was vary ®onscious of drawing a piece of
. . R . ) ]

-~

Q. I see...

A. Especially as the one 1 drew had’ been hacked off with an

A , +

o axe. ' -

@. You had a sense of the physical material...

. A, As Pearl said wa had been urged to walk around the
sculpture. : s oL
@. What do you think Wwere the main.concerns of the Roman
) . 4 - . .
sculptor,artistically speaking,?
AR. Well , as Paearl sai{d,) they were cdmmissionn.d'to turﬁ«~fouﬁ_
‘ ' . . ) i . .. ' h s
111, B - Co
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. artist succeed ?

ydu.yery Quch.

[

sdhething that the perseon of the. family would be proud of-
to make the subject terribly dignified or powerful.)?hat’sﬁ
what it looked like to me.

Q. Tell me , did it look like a real person to you , did the

—
-~

«
-

A. Yes , underneath theres was'a real person - one of our . <,
class mates got him! ‘But. I was: just trying to draw the
stone, I'm afraid. .

G. That seems like a very laegitimate aim to bursue.

A. Just like drawing ;ha dinosaur skull, Johnvsuggeéted we
zero’'in on just one piac; of the skqlaton, ;o we didn’ﬁ'go
crazy. Well it was very mucﬁ the same thing: one was trying
to draw a three~dimensional 5h§;e on a }lat piece oé paper.‘

Q. Lﬂarn}ng'that is quite something to do. It takes a

certain kind of looking and certain draﬁing skills. Thank

o
e

‘Interview with Alan , Barbara’s husband: ROM on Feb. 25,

a

1984, Adult drawing class.

'y

.Q. Alan, I'm going to-ask you the same old questions, I'm

afraid . Did you do the same Roman -heads as the others ?

’ L

. A. 'Yes, I was fascinated by the head bf Tiberius. His head .

.t . )

was - a bit flat'cgmpared to the others and had a narrow .

2} @

forehead- a unigue physibﬁnomy. BthbéfOra that I wids quite

frustrated.I hadn’t drawn for forty years. There was,thié L -

112, - v
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'
. '
’ .

heaé from 500 AD ~this Buddha-liké head that we. had to draw

at first. I found it very difficult and the challénge was
| : X

frustréting ' 1 tried-a piece of bas-relief,  the sgtond'
time, but that was f}ustrating too. It wasn’t until we came
to the Roman heads, that 1 got some satisfaction of drawing

‘Tiberius. ButAI'got most fun out of modeling his head in

-

plasticine . “I\found myself looking much more closely at

s

the head and going ;round,and loékind'at t:he,t:;.a«':k,.T being
'Sonsqeous of the wWhol'e shape of it. My fingerﬁ wor ked
p;rpetually, shaping and sﬁapinq. Finally, I got 'a small
l’hmact. . that I got some satisfaction out of. I took my pencil
. point ,’diH thg eyes apd nostrils. But I’just used my
finger nails to do'tﬂe hair. I found thié Quch‘more
siti;fying than’ﬁhn drawing . .: . | ' "{

@. What did you learn that was naw to you from this .

«
0

_ e@xperience ?

A. Well, qdmething’that'dohn stressad. To press,hé}dar with

‘a pancil'whére there ware darker shadows and to préss'
lighplr in the light areég. O+'CQU(se I had donhe thi;-Forty
-ymars ago, but not since then.' I éot pleasure in\goiﬁg'back
and emphasizing th; dark shadows and’laaving the‘paper alpne
wheré there was a bright light, where: it was clgar.

@. You know some people elprass themselves better in

three-dimension than in drawing. There is no reason drawing

[
t

- <
has to be your thing.
A. 1 got a_littie bolder when we got to the dinosaur -

" skeleton. You know most'people had great 'success with,the'

113.°
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- dimosaur head, They got magnificent heads with grea't‘

" had .other things.

.

' cavities t':hat‘ yvou could practically stick vyour"”fi ng'ef"s S

throuéh. ‘But I stuck to the thigh bones and’ got almost-

cartoon bones. I had some success with these . =

GI. You got a lct of’ pleasure from thase actx v1tles “.'

r.—l

A. Except the Firde” t,wo days. . R ‘

8. But you went bad‘k”’io dding some of these thmgs after 40

years , it might take' som_e time ...To get bgck to the bust, )

‘’

.af Tiberius , what. do you think the Raman sculphor was doind

what ‘wer'e his concerns ? N
A., He was 1dea1 1zing the man... Tiberius 'was; a horr‘ibIe'
craature . D1sgusting ' He ruled dur:.ng the rdzgn of Christ
(si1c). He was the most miserable J degenerate figure.

Now, in this buat , he loogs\qgite inmocent. A young

business man, a pleasant fellow, you wouldn’t mind meeting’

him . éc»‘there g/(e‘rrific hypot:i-_-isy,. ' - ) ‘

a. That’s ideal ization of .the figure... sculpture being used

™ 3

for something ? , SN

A. Yes, hypocrigy in stoné@. ! You would n"evo‘r ghass_ the depth

he sank ta ! Well, they didn’t ‘have airbrushes but they survé,

- -

@. I don’t know whét these figures lankudllike'actqéily. I

have to pull from you what they l'oocked 1like ar'tist‘icallyk f

What were the artistic concerns that the sculptor might have

had 7 Tell me about the wcr-k .

A. He had a;'finn forehead , . he had dllthtf-ul curly

hair,lovely bang curl ing'down over hin narrcm forehead. A

W 114, ) :
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classy head in anybody’s book . He was d‘istinc’t}{r differant

v

from the other pusts. r S T

@. Thank you so much.

: L

Interview with ' Audray at.the ROM , .Feb.‘ﬂ?.s,, 1984, Adul t

drawihg. class. | SR D
v " Gl Audrey, maybe youy c’ould tell me Wwhat you did Jin the

curgtgr’s’ gailery, when you were looking at art works.

[

: . . , o L ) . A . -
shadows mostly. The head in charcocal , to laarn about
2 :
shadows, pérceptibn of 'light and dark ... and to try to
o M . N “. ' - N ' : , e
express this . k S o -

'@. Did {/ou learn something new to you that you didn’t know

2

' i Be-Fore ?

A. Dh, well "I had this- be{-ore bu‘t ' m still tryi'ng JIt’s nDt

an easy thlng ’ sqme ,people are vary good at it.Others, like
' myself 'ars very.new a.ij.,yit‘-jus't’ ‘vm"'y fundamental .

' @. Did looking for the shadows, the darks and lights. , . tell

o

©  you 5om¢thing\about the work of aft ?
N T AL w-m you can tel'l about the weight of it- can’t you ?
Whethnr it is heavy . You can tall thn size of it- whether

’.it is stune I

<

. 'q. You got a scnu of the physu:al qualxties oi the wqg\ of

art. Concantrating on the art m:rk, what v&s the artist

I

.," ) ' ". - R d .\.

o ! . .
Al . -
. s ' ,
5 . . . .
e . *
B

A. Oh, we did some éharupqlr/drawings on white paper - of the

e



. i,

. S e

trying to do ? What did you observe when you drew it ?.

‘A .1 think the second time was more interesting . That'time
w ‘ _) .
we did the masks and the whatnot... We were shownf'the

¢
.

pattern . We were made aware of theAway the ar£ist used
pattern and shape to expreés things . We did the urns and
the bowls... We were learning about the shapes around us:
.And we were made aware of the religious connotation of some
Df‘the artefacts ;e were looking at. It covered a Qide raéga

of time, since we went from Egyptians, Romans, tribal kinds

of things, Mexican and showed how each. different people"

-

expressed themselves by their drawing , their decorations
N_‘ .

>

and their art. We looked at Russian Icons.

G.. Maybe we could talk about one of these so I -can ask you

-

;some specific questions. Are the Russian icons fresh in: your

mind ? or tha masks

A. Oh yvyas, I enjoyed that . I was unawafu'of a Idt of
' \ )
things. .\\V//

Q. Did you‘ raw the icon and look for 1ights and darks ™ '
,l‘[ N

A, Oh no,tha was‘noﬁ one of the th%pgs that we drew.During

i

'

the last fa? waeks &é drew anything we wanted,"so people

‘drew different things. _ v ’ ’ o

s

[

@. What did you pick ? S C ‘

1
o

<}

S

A, I picked a hnlmet.
Q. Each of you p:cked a different’ thinq to draw. You A picked

’a helmet. In drawxng it, what digd ypu learn about that work
of art ? What was the art1st try1ng to do ?

A. What [ was trying to do was to show was the matallic

-
116.
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érawing class,

2

surface. I didn’t succeed todxwell.él was tryiﬁb to show

that to me it ,had very bright highlights. 1 was trying to
1 ° . . . -

show that 5n paper.

©

Q. What abdﬁ?rzbé shape of the helmet ?

v
”

A. Yes that yas very interesting as well. It wag a smooth

fpaterial —~ very very smoqth “~with bright, bright highiights.
,
I wanted to see if I could get this on Paper.. J

r

Q. The artist / art1san who madf this . what was he

Lg . ' )X
concerned with ? > .

4 * ! -

“A.Wall it was a functional object. It was used fqr

- A and > t ] ,
protection. So he wasn’t interested in ... (inaudible) but

the museumwgwt it in a box , lighted it and shown it to

advantage. Actually it was a functional thihg that' to us
( » . .
has become a work of art . Frobably be:augedcn;one would da
) - 1

that type?%f thirg today it has become very rare.

Q. Did 4t look functional to you ?Would it have really
» v

protected somecne ? - Co

1 ) ¢ X ,

0 4 LY
A. Oh yesr ! Thera were a few dents in it even .Somebody used
a4 ! .
.it~, was hit on the back of the head or something. 1 think
. ‘ ‘ b
the main thing apout it was that it was functional.

,@ Nere there "any decoratxons on it ? . )’
A. No it was extremely simple. It was made of lovely
%&t«aﬁ and ;.,t was valuable to .us. v~ <

- o C L et g

-

Interview with Kather:R;“at ROM Feb. 25 ., 1984. Adult
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B y Q. Can I ask you whaf’you chose to draw éhat'qay ? f -

a2

. A. Well I stated to draw the marble head in the Roman A O
i N o M ) [ . . - R . z.»7
’ gallery. ) L v . e

G. What were you look1ng fqt when you drew the Roman head ?
A. Well whatJﬁhe teacher had asked us was tc find the lzghts-~
and darks . To grasp the texture of this Head . 50 that it

would look like marble when we finished 1t Not necessarxly :' Lo

» . '

& e

to show line Hut to show the lxght and dark agaxnst each .*

-

other.

- . * . *

@. When you finished this exercise , what had you learned

that was new to you ?

. ‘A. Well, I found that it was a thing ﬁhat I.did not grasp -
before and it was very interesting to grasp ‘this because . -
it was the third dimension. o S

o

@. You grasped a‘way Ed.sbow three dimension on paper ?

] A. Yes. Also the background was very important. The ‘shade . "A("vci

that the head itself cast on ifﬁ'ne;k.

LS

- . '@. Do you ;emember the head you drew, is it fresh in your K
¢ mind ? Can;you think aboﬁt’some'o4“the:fh{pqs.the.hrtist‘was' .
! interested in ? ; I K ‘

_ : . . . . ) Ce
A. (pause)‘l think he:d be interested in stoneworg - to'do

e = it to porfectidn. To make it'as'lifeiike.ag'noggiple,v‘, N
\ “Q. Was 1t thp Haad of somlbody ? L' —_— . g-. “* "q.' ;
o A. Oh ves' 1t was’ bnautifully done. A " T B LY :

T
v

Q. Po you think it rcally,}aoked like sdmgfpdrson ? .

o

-

»

°
-
°
P
)
By

A..Yes; I think it did . ., .

A
+

st
PN
2,5 i

.
-

@. Do you remembar ;ﬁu name of the bust{?

A

\ . . N ;
: e : : “ SR e \ wt ‘ . &
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" beauty She was a hcmely woman and it was all exprossnd in

A. Oh yeas ! It was lzke.Bq was a Rambrandt a édp artist in.

A. I didn’t pay mp;h’atféntidn to the name. I was Mqre - :

interested in how I was going fo do it ’y, s@ it put a sort of’

“fear about attacking .this piece . I think we worked on them

Cy . ) ’
for several days because he ( John ) definitely wanted us to
T i : , P “

. m : N 1
get the feel of it. We even had to go up and feel the mask , .’

feel the face. ' :
.

Q. How digd- you kngw_ that the Roman 5cu1pt r .'who made this

head -,' was interested infmakingltt lifeIikeAR

t

A. It was close to &i?e\ Well ‘to me it would be a mask., I
T ) '

] v

_would go no further than thét.It was’béautifully p%esirve&

too' Most of those pi.eces, were unfortunately damaged durzng

rA e A

/

- 1
'different wars, one of the fxrst things they do is knock off:

A
v

the nose...

+

" A. (Audrey ) That was the lady wha‘Had the bags and all’

_undef her eyes ' She nbviously had no, pretens;ons at beﬁng a

’ t

stona. ’

“A. OF yes p (Katherina y

Q.‘Dzd you thlnk the art;st was dhowing people the way they

‘

ware or a‘slightly maore iddalized (improved upon ) yérs;an ?

A. I think that' he'd{q show exa@tlQ‘wQat peopla.locked

}1kd.. : VT S . )2

R : .

8 . WA . .
0. Yopu were really impressed by the realism of these

«

séulﬁturds. "y T ' oL : a

i
'

oil, " they ware top artists im stone.

Q. Thark you both very much .

-
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