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WHAT IS PROJECT MUSE?
THE PROJECT
Project MUSE (Museums Uniting with Schools in Education) is a
research project at the Harvard Graduate School of Education’s

Project Zero. With support from The Bauman Foundation, MUSE

has been involved in a broad-based conversation spanning three

years and reaching a wide range of educators, including classroom

teachers, museum educators, and school principals, from this country

and abroad (Australia, Canada, Colombia, England, Germany,
Israel, italy, Japan, Mexico, The Netherlands, and Spain). Along

with Project i\IUSE researchers, these educators have been interested

in the potential of art museums to serve not as dispensable field

trip extras, but as integral and important elements of even’ day

education. Towards that end, we have been considering challenges

and co-creating learning approachesand tools.

Our long distance “conversation” has been carried on primarily by
mail and consisted of: 1) an initial questionnaire eliciting participants’

views on the overall experience of theart museum; and 2) three

separate mailings containing draft versions of educational approaches

and lcarning tools. MUSE participants responded to the questionnaire

and reviewed, tried out, and commented upon the draft materials.

These efforts have resulted in an increase in understanding of

some of the challenges of art museum and school education, and
the development of specific educational strategies.

MUSE’s learning strategies draw upon research from Project Zero as

well as the practical experience and expertise of numerous

participanrs. Co—constructed by researchers and educators in schools

and museums, MUSE’s educational resources are designed to support

a \vide range of individuals in their construction of understanding of

works of art and in their reflection upon that learning. This volume

contains the products and results of this research, including the

findings from the questionnaire study and a description of the course

of development of each of the educational approaches and tools.

HISTORY OF THE WORK
Just as the arts have often been set aside as “extra” arenas apart
fron essential learning, so have art museums been thought to be
about something other than education. While history, science, and
children’s museums are widelx accepted as active centers of
education, art museums are more often regarded as remote citadels

storing precious possessiots, or as cultural retreats reserved for

privileged individuals.
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AND THE MUSE BOOK

In those instances in which educational connections are forged
het\veen art museums and schools, the focus is most often based
on content: relationships between specific museum artworks and

school subjects or themes. For example, students will visit an

exhibit of Greek art as part of a history class’s study of the Greeks
or of an English class’s project on heroes. Project MUSE researchers
have labeled this sort of art museum and school connection,
“subject-based.” While these subject-based connections are clearly
of great value, we have been reaching for a broader purview.

Project MUSE has been interested in turning the focus from particular
subject or theme to learner, and to art museum/school cnnections
that are based on process: the more general activity of learning itself
In this llght, for example, students \vill visit an art museum in order to
develop and reflect upon thinking skills that can serve them as surely
in their study of art history as in their efforts at writing prose. Project
MUSE researchers have been calling those art museum and school
connections that center on the process of learning itself, “learner-
based.” From MUSE’s perspective, art museums offer students unique

opportunities to discover themselves as learners.

WHY HARVARD PROJECT ZERO
For almost thirty years, Harvard Project Zero has regarded and studied
the arts as seriousarenas of learning through which students make
and find meanings of equal importance to those afforded by science
or math. Given this perspective, Project Zero has long been interested
in the opportunities for learning that art museums can provide.

Project Zero’s first experience working with an art museum was in

1975 with the Minneapolis Institute of Arts, investigating museum
goers’ preferred ways of learning in the unique setting of the art
museum. More than a decade later, Project Zero collaborated with
the Cleveland i\iuseum of Art, investigating the differences in museum
experiences between novice’and expert museum-goers and the
effect of different label texts designed to appeal to a range of

learning styles (see Mann, 1093).

Most recently (1992—4), with suppirt from the Bauman Foundation,
Project Zero collaborated with the Isabella Stewart Gardner Museum
in Boston. The objective of that collaboration was to develop
educational curricula that would encourage and enable school

children and other community members to frequent and enjoy that

extraordinary museum—the almost 101) year old home of a wealthy

Boston matron who collected art in a palatial and fantastical setting.
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initially formed as a resource for the Gardner Museum collaboration, a

group called the Harvard Project Zero Bauman Museum Seminar

has met weekly for tile last four years. Comprised of Project Zero

researchers, students from the Harvard Graduate School of Education,

and museum experts, the Museum Seminar has served asa source

and testing ground for many of tile ideas that Project MUSE has

gone on to develop with its wider constituency of collaborators. in

their earliest format, some of these ideas were introduced to teachers

and school children at the isabella Stewart Gardner Museum.

THE IDEA FOR MUSE
Against the backdrop of Project Zero’s numerous individual

collaborations (others include tile Boston Children’s Museum and

the Museum of Fine Arts in Boston), and with the support of a

visionary funder, Project MUSE researchers were able to realize tile

following possibilities:

• lT’7iit /,!; instead of w()rking with one museum, developing ideas

with a small team of educators and researchers, negotiating pilot

testing of ideas in one setting with a limited number of

children... n/mt if we invited a large number of museum and

school educators to work with us to explore ideas around

learning in art museums and to develop learning tools together?

• W7mt if instead of negotiating with researchers how best to

pilot test various ideas, educators around the country were to on

their own try out developing ideas and let us know tile result of
their individual and self-determined field work?

Reconceptualizing collaborating practitioners as field researchers

who had tile most expertise and best judgment regarding their

individual settings, Project MUSE researchers saw themselves as

home-based theorists, proposing draft ideas and recording and

synthesizing reactions and reports from the field.

WHO IS PROJECT MUSE?

INITIAL IDENTIFIGATION OF MUSE
PARTICI PANTS
In contiguring this open constituency of educator researchers,

Project MUSE initially sought to interest perhaps two dozen

museum educators and hopefully as many classroom teachers.

Knowing that securing a modest constituency began with a
widespread invitation, we turned to our colleague Rachel
Granboim, Curator of Education at tile American Federation of Arts

(AFA), New York, NY. With a letter of endorsement from tile AFA,

n n r ,

MLLF
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Ms. (iranhoim helped us send invitations to participate to
approximately 5(B) museum professionals, including educators,
directors, and curators.

in looking for participants who were in-school educators, we turned
to our colleague John Kaiser at the Regional Laboratory for
Educational Improvement of the Northeast and Islands in Andover,
MA. Mr. Kaiser graciously shared lists of names of about I 801)
school teachers and principals in the United States—primarily in
the Northeastern states, the Virgin Islands, and Puerto Rico. We
were delighted that the lists mostly contained science and non-arts
teachers, because we were interested in working with and learning
from those \vho might not already be vested in learning in and
through the arts. Of course we understood that any educator’s
willingness to contribute to this study may have represented a
positive predisposition towards art learning

MUSE PARTICIPANTS
Along with these two initial sources, the news of our work made its
way to a number of other museum and school educators. At the
Harvard Graduate School of Education, a posting was placed on the
TCLE (Teaching, Curriculum, and Learning Environments) Network
News. Presentations of MUSE ideas at educational forums and articles
by researchers and the press also elicited a number of interested
participants. Like the educators invited through AFA and the Regional

Lab, these self-selected participants registered their interest in
Project MUSE by completing a participation agreement (Figure 1.1).

Eight hundred and ninety-nine individuals expressed an interest in
either actively participating in (i.e., completing the questionnaire and/
or responding to subsequent mailings) or following our work. Of that
total group, l0 asked from the start only to be kept informed of the
work, and 241 who were initially interested in active participation did
not, to our knoxvledge, go on to participate. However, we have heard
from a number of participants that they did in fact review and pilot
test materials without sharing their responses.

Although active participation was our end in view, we saw the
expression of interest on the part of so many educators as

representative of the timeliness of this work and the readiness of
the field for forging educational connections between schools and
art museums. Greatly exceeding our original hopes for a collaboration

of 50 educators, 595 individuals ended up actively participating
(Figure 1.2) in the work by completing the MUSE questionnaire and/
or responding to the mailings of learning tools and approaches.
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Museums Uniting with Schools in Education
Harvard Graduate School of Education
Project Zero
323 Longfellow Hall
13 Appian Way
Cambridge, MA 02138

For over 25 s-ear’,, Harvard Project Zero has studied cognitive development in arts learning in

individual students and school settings. Recent research projects have addressed arts learning

hevond scho ‘I walls, \Ve are now beginning i cofls’ersation with interested parties arc icind issues

in and app raclies to museum and school education.

are eager ti include non—arts educators as well as those who already make use ccl the arts in

their curriculum and are hopeful that you will contribute your voice to our exchange. By

participating in this project, you will receive nlorntati cn about developing strategies I’ r museum

and school learning. Your participation will greatly enrich our efforts: and it is our hope that there

will he benefits for vi u and your work as well.

Please express sour intetest by tilling cut this F cmi and returning it to: Project MUSE Museums

Uniting with Schools in Education), Harvard Graduate School of Education. Project Zero,

323 Longlelli w Hall, 13 ppian Way. cambridge, i’cL- 02138.

Name

Position

cdclress

I would like to picticip;cte fully in sour research—completing an initial ilccestionn.cire. receivin

matecials and ideas I ir review’, testing them .tnd giving feedback.

I cwculd like to patticipate paniallv—cocnpleting .tn initial (lciestionn.Uie. receiving and

reviewing materials c ,nlv.

I cannot patlicipate but hilease keep me infotincd abotit developing curricula and meetings or

conferences th;tt tuas grow’ nit of voctr work.

‘hank viii ten ouch icr considering our incitation.

Sincerely i curs.

essic:c Davis

Principal lnvestigatcr
l’I ject It ‘SE

l’/gHI’r I. I: Jiiitiq/ Iiiiitiitioo •‘ J.rttri’

The various protessiunal identities of these 595 active i\IUSE

participants is represented in Figure 1 .3, which illustrates the nLtmher

arid percentage of the total population that are: om ,,zusduh,is, as

either museum edLICatOrS or other flhUseLtl’fl professionals (directors

tr curators); or /,YiJJ/ .ic’/JOO/S, as either classroom or subject teachers,

principals, or art teachers. The group of “others” includes individuals

such as professors, students, and school or muserim Consultants

7



Geographical Distribution of Active MUSE Participants
Entire Population (n=595)
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Numerical DistributionJ1 of Participants*

_______

1—4

:::Cariada PR iK./.I
Q Colombia 0 VI 10—39

-.
England .. DC 40—99

Mexico 100+

States without shading have no active participants.

Fiiiic 1.2: Georaphic Distribution of - -lctn’c i\1LVE Participaiits (ii 595)

who did not “tit” neatly into our target populations. (Appendix A
contains a complete list of all actively contributing MUSE
participants.)

LOCAL COLLABORATORS
Beyond the “pen pal” loop of collaborators described above,
Project MUSE has worked directly with a number of local
participants whose contributions will also he described in these
pages. Among these are Ilcana Williams, who participated in the
research while she was a fifth grade teacher at the Sarah
Green\vood School in Dorchester, MA, and Oliver Todd, who
participated in the research while he was an English teacher at
Watertown I—ugh School in Watertown, MA.
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11.4%

Active MUSE Participants by Profession

Entire Population (n=595)

2.5%

Museums Schools

Teachers
(n1 64)

Art Teachers
(n=68)

:J Principals
(n=1 25)

bigiirc 1.3: -L-ti, _IL’VE Pii-ticipnits by Pro/cssiou

We have also met with doccnts from the Fuller Museum of Art in

Brockton, MA and teachers and museum educators at the \\cbh—

Deane-Stevens ?\Iuseurn in \Vethersficld, CT. A group of art

teachers from Watertown, MA, kindly met with us to hear our

ideas, tried them out with their students, and met with us atain to

report on their effectiveness.

Susan ( )‘Neil, MUSE participant and teacher from \Vorcester, MA,

and Pamela J—laas, a teacher from New urk, NY, studied at the

Harvard Graduate Scho( )I of Education and worked for a year with

i’iILOIi]11 .(1 . i1. .Jt.ai_i. . i! iIpj .fiYI’i,.

MUSE PARTII PANTS

I .tr n

27.6%

Museum

_____

Educators (n=1 83)

Other Museum

_____

Professionals (n=40)

Others
(n=15)

9
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Project MUSE. They have been developing and implementing
teacher and docent training workshops around MUSE ideas and
tools at local sites including: the Haggertv School in Cambridge,
MA; the DeCordova Museum and Sculpture Park in Lincoln, MA; the
Worcester Arts Magnet School; and the Worcester Art Museum.

The voices of all of the contributors resound throughout this
document. As the story of the work unfolds, we try to introduce
and acknowledge the individuals who have helped to shape the
part of the work being addressed. But we are grateful throughout
to everyone who has contributed to this work—those recognized
by name and those others whose individual names we never learned
or are too numerous to mention.

FORMAT OF THIS VOLUME
The format of this volume follows the course of action of the
research. Accordingrlv, it begins with a section on the exploratory
questionnaire. introducing the participants in that phase of the
research and presenting and discussing their responses to the
survey. Each subsequent section is devoted to the subject of each
of the mailings: beginning with the learning tool entitled The
Geiuric Gii,ije, followed next by the educational approach called The
Entrt Pa,iit --lpproach, and last by the synthesis of both of these
mailings as shaped by our collaborators, The E;itiy Peiiit QL’TLSTs.

In each section, we present the origins -and intended purposes of
the educational tool or approach under consideration as well as the
overall reactions of MUSE participants from museums and schools.
We also include descriptions of ways in which these educational
strategies have been implemented by our collaborators and ideas
that have been suggested for future use. In conclusion, we present
the broad overview gained from this study of the promise and
potential of learning that reaches beyond school walls into the
bountiful resources of the art museum.

10
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QUESTIONNAIRE

THE





INTRODUCTION TO THE MUSE
QUESTIONNAI RE
ORIGINS
From Project MUSE’s earliest inquiries, one thing was absolutely
clear: when it comes to art museums, there are many and varied

assumptions and expectations. Some individuals describear t

museums as forbidding and elitist places that seem almost

hypocritical in their welcome to the public. Others consider art

museums to he open and exciting places that provide irresistible

experiences to all kinds of people.

Some individuals say that without the appropriate knowledge of

social norms or relevant background in art history, a visit to an art

museum can he an awkward or useless experience. Others contend

that the magic or adventure that a first visit evokes transcends all

the potentially negative trappings—from guards who watch your

step to tours scheduled fur the hour before you have arrived.

Before Project MUSE considered strategies for learning across art

museum and school \valls, we wanted to explore some of the

general assumptions that were held regardiiart museums and

their role in education. If there were such differences across the
xvider population, what might the differences in assumptions look

like hetween the two popuhitions of art museum and school

educators? Were there differences that were important to consider
in the design of curricula that incorporated both environments?

In order to address these issues, i\IUSE researchers, with the help

of the Harvard Project Zero Bauman Museum Seminar and a number

of other consulting individuals, set out to construct a questionnaire
that xvould help to estimate and illuminate the challenges of

integrating learning in art museums into more general education.

After months of brainstorming and pilot testing, we developed four

pages of relevant questions which were distributed among

participating educators in museumsand schools. Our overall interest

was whether and to what extent museum and school educators
might have different assumptions about the art museum experience

and different expectations for students’ visiting art museums.

n n C -r

MuirI
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Project MUSE: Museums Uniting with Schools in Education
Harvard Project Zero

Questionnaire

Our questionnaire is made up of four sections. The first set of questions will help
us form a profile of respondents. In the next three sections, we ask for your
opinion on the following: I) why people visit art museums: 2) how people feel in
art museums; and 3) what people learn in art museums.

P/ease hole: We are looking for opinions, and tie are as interested in opinions
from respondents irho do not visit art museums as ire are in those tiho do.
Thank you fr taking the time to complete and retu 171 this questionnaire.

Respondent Profile

Name:

Position:

Affiliation (school or rnuseum(:

Years of experience in field:

Do you have a background or current involvement in the arts? NoYes

If Yes, please explain:

Grade levels and/or subjects you teach:

If you are a museum educator, do you teach in the galleries? NoYes

If yes. how often?

If you are a teacher, do you hring your students to art museums? No Yes

If yes. how often?

In your free time, do you go to art museums? NoYes

If yes. approximately how many times a year do you visit art museums?

Iiiiie 2. 1.’ I(’SE Onestio,iiiaire Parc I: Rc.cpsnde,it Pro/i/c
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INTRODUCTION TO THE RESPONDENT
PROFILE
We began the questionn*ire with the Respondent Profile (Figure
2.1) in which participants were asked a number of relevant factual
questions. Among areas of interest were grade level, subject, and
duration (i.e., frequency and/or extent) of the respondent’s
experience teaching. In interpreting results, we thought we might
need to keep in mind that respondents were veteran or fledgling
educators, or that they taught particular subjects, or younger or
older students. Throughout the entire inquiry, we were mindful of
the limitations of self-report

As a result of early inquiries, we also decided to ask whether
respondents had a background or current involvement in the arts.
We were interested in whether a background in the arts might
predispose respondents to value art museums and the educational
opportunities they provide.

Also because of preliminary ruminations, we asked how often, if
ever, teachers took their students to art museums and the extent to
which the educators in our study were themselves museum-goers.
We wondered whether teachers who do not themselves attend art
museums might be more or less inclined to seek out that experience
for their students.

Of course, as mentioned before, our sense was that most—if not
all—of our respondents were predisposed to value the educational
potential of art museums or they would not have taken the time to
participate in our study.

ORIGINAL RESEARCH QUESTIONS
UNDERLYING THE QUESTIONNAIRE STUDY
In discussing the questionnaire results, and in our final reflection at
the end of this chapter, we focus on the three research questions
introduced above:

1) Do art museum and school educators have different assumptions
about the museum experience and/or different expectations for
students’ visiting art museums?

2) Does a background in the arts predispose educators to value art
museums and the educational opportunities they can provide?

3) Are educators who do not on their own attend art museums more
or less inclined to seek out that experience for their students?

15
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RESULTS OF RESPONDENT PROFILE:
OVERVIEW OF RESPONDENTS
The results of the Respondent Profile (Figure 2.1) told us a great
deal about our particular sample of respondents and helped us to
begin to address some of the questions posed above.

PROFESSIONAL IDENTITY OF RESPONDENTS
Figure 2.2 illustrates the number and percentage of the total
population of 543 questionnaire respondents that are from
museums, as either museum educators or other museum

professionals (directors or curators); or from schools, as either
non—arts teachers, principals, or art teachers; as well as “others”
(individuals such as professors, students, and school or museum

consultants who did not “fit” neatly into our target populations).

YEARS OF EXPERIENCE IN THE FIELD
Seventy-five percent of the school respondents and 4(), of the
museum respondents have 11 or more years of experience in their
respective fields. Forty-six percent of the school respondents and
8°’o of the museum respondents have more than 21 years of

experience. The number of veteran educators participating in this
study attests to their lifelong energy and dedication, and adds a
rich dimension to our questionnaire results.

Professions of Total Population of Respondents (n=543)

Museum Respondents
(34% or n=1 85)

Museum Educators
:::: (27% or n=146)

H Other Museum
::: Professionals

(7% or n=39)

School Respondents
(64% or n=347)

:::::::::::: Non-Arts Teachers
(29’’i or n=1 57)

Art Teachers
. (12% or n=64)

Principals
L (23% or n=126)

“Other” Respondents
Others
(2% or n=11)

Ficure 2.2: Pro/ss,oia/ h/entity of Respo,idents.
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BACKGROUND OR CURRENT INVOLVEMENT IN THE ARTS
Most of the total group of MUSE questionnaire respondents (7()(4)

report having a background or current involvement in the arts. Almost

all the museum respondents (92) and art teachers (98i’u)—but less

than half the non-arts teachers 47¼) and principals (47u4)_report

having a background or current involvement in the arts.

Museum respondents (8b) who describe themselves as having no

background in the arts work in non—arts museums. These individuals

work in children’s, historic house, science, history, or maritime

museums; one focuses on children’s education programs in an art

m u 5 e urn.

The fact that so many of the non—arts school respondents have a

background in the arts may be a factor in their interest in a study of art

museum and school learning. Nonetheless, more than half of the non—

arts school respondents do not have a background in the arts and do
have an interest in a study of art museum and school learning.

WHAT COUNTS AS A BACKGROUND OR CURRENT INVOLVEMENT
IN THE ARTS?

It was most interesting to see that individual respondents offered a

range of different experiences which they counted as background

or current involvement in the arts. Here is an overview of these

varying experiences as they were provided by the different groups

of respondents.

MUSEUM RESPONDENTS

MUSEUM EDUCATORS AND OTHER MUSEUM PROFESSIONALS

The top four categories of experiences which counted as “background
or current involvement in the arts” for the museum respondents were:

1) arts education primarih’ course work in art history and fine arts);

2) current jobs working in the museum (“my job of course);

3) outside artistic activities on the hobby or professional level; and

4) involvement in community arts organizations.

The educational backgrounds of the museum respondents included

undergraduate and graduate degrees—mostly in art history, but
also in visual arts, music, education, and, of course, museum studies
or museum education, in counting their jobs in museums as
involvement in the arts, respondents mentioned specifically the
activities of curating or working asa docent guide, but more often

simpl\ answered, “My profession as a museum educat r.”
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The outside artistic activities cited by museum respondents included
painting, drawing, working in metal, clay, or on paper—as a hobby
or as an “exhibiting artist.” Some museum respondents worked
outside the museum in theater; one respondent was a performing

flutist and another, a performance artist/storyteller. A number of
respondents counted as a background in the arts, past or current
experiences teaching outside the museum at high schools or colleges.

Finally, many museum respondents mentioned that they were
“active in the arts community and in other arts organizations.”
These activities included chairing local councils ri the arts and
founding or directing galleries. A few museum respondents cited
their involvement with DBAE (Discipline Based Art Education) as
Gerry institute members.

SCHOOL RESPONDENTS

NON-ARTS TEACHERS

Of the 47¼ of non-arts teachers who considered themselves to have a
background in the arts, their arts experiences fell into four categories:

1) integrating the arts into their daily curriculum;

2) studying art in high school or college;

3) supporting the arts through fundraising or attending shows and
performances; and

4) participating in the arts outside school either as a student or arts
hobbyist.

N )n—arts teachers report that they write grants for their schools to fund
arts integrated curricula, and bring the arts into the curriculum area,
especially in English. indeed, a number of respondents counted
their reaching English—most often as creative writing and poetry—
as a current involvement in the arts. As one respondent put it. “I’ve
always been confused by the term ‘language arts’ so I’m not sure.

I’m very dramatic in my presentation of literature; does that ccunt’

The yearly class trip to the art museum was occasionally mentioned as
a current involvement in the arts, as were welcoming artists in
residence into the classroom and directing school plays or musicals.
Many of these non-arts teachers reported undergi-aduate degrees in
art history or fine arts, individual courses in design. or high schocl
level study in arts-based schools. Their roles as “spectator” (parent or
sister of a performer or artist and “supporter” of the arts (through
memberships and contributions plus attendance) included serving as
board members in arts organizations, being members of museums.
and followers of symphony.
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A few of the non-arts teachers perform in local theaters or explore
art as a hobby. One teacher explains, “I take art classes for self
improvement.” And others describe their enjoyment of books and
paintings in their home. One teacher describes her “commitment to
instill a love of... the arts in my students and in my own children.”
Against this backdrop of involvement in the arts, we should note
that we are describing less than half of the total sample of non-arts
teachers participating in Project MUSE’s inquiry.

ARTTEACHERS
As might be expected, art teachers’ educational backgrounds
include undergraduate and graduate degrees in art history and art
education as well as in fine arts and graphic design. Art teachers
overwhelmingly describcd their current involvement in the arts as
their teaching, but two other categories emerged:

1) their identities as practicing artists, and

2) their involvement in community arts organizations.

The art teacher respondents point to their out-of-school lives as
practicing artists in “a variety of media,” including painting, sculpting,
ccramics, poetry, garden design, and theater. Two respondents
explain their involvement as, “1 teach art. I stay actively involved
with relevant arts events, reading matter and professional concerns. I
also do my own work for personal satisfaction,” and “I teach art,
make art, think art, write art, travel to see art, am married to an
artist.” But another reports, “At present my schedule does not
afford me time to produce my own work.”

In terms of community involvement, some art teacher respondents
are board membcrs of arts councils; one respondent has developed
an arts partnership bctween community arts organizations, and
another, “founded an arts center to link 3—12 year old children with
the arts.” Teaching in community colleges is mentioned, as is
directing a fine arts camp in the summer.

PRI NCI PALS
Principals reporting a background and/or current involvement in

the arts center their involvement in two areas:

1) promoting the arts in their schools, and

2) being arts enthusiasts who attend performanccs and museums.

Among the principals reporting a background in the arts, music
seems to be the most prevalent art form. One principal reports that
he “plays an instrument”; another is a “folk singer, writer, compose?’
who has experience teaching music. Another explains, “Our school
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is a choir school.’ And another, “I am a musician” who performs
with local orchestras. ()ne principal has, “no degree in the arts, but

a great interest.”

In terms of promoting the arts in their schools, a principal reports,
“Mv background includes art as an avocation. In my professional
life, I am actively involved in promoting an arts-integrated primary
school curriculum.” Another tells us, “I support and work with the
schools’ various arts faculty, promote museum visits and in—school
arts programs, and dabble in drawing and painting.” One principal
explains his background in the arts “as related to curriculum
development and implementation in a high school, not specific
course work, just a sure appreciation.”

These principals highlight their emphasis on presenting creative
arts programs regularly to their students, writing arts grants, and
insisting that arts education programs be included as part of the
education their schools provide. In terms of their out—of—school
involvement in the arts, they report attending the Philharmonic,
singing in a chorus, studying watercolor, teaching dance, keeping
up with “periodicals, associations, visiting museums, and listening.”

“OTHERS”

The “others” in the sample, all of whom report having a background
in the arts, explain their background or current involvement in the
arts in terms of their professional activities, including arts consulting.
directing a fine arts department in a college, painting, curating,
teaching at a university, and managing a state public art program.

GRADES TAUGHT BY SCHOOL RESPONDENTS
School respondents’ teaching is spread across grades K—12. Just
over half (53%) of the school respondents teach at the lower or
elementary level, with the balance divided between middle and
high school. The largest concentration teaches students in K—5, and
the smallest teaches adults, including college level as well as adult
education. Although the exact numbers vary slightly, these
proportiots remain fairly consistent across school respondent

subgroups (non-art teachers, art teachers, principals).

SUBJECTS TAUGHT BY SCHOOL RESPONDENTS
Since the majority of non-arts school respondents teach in elementary
or middle school, a large proportion of them teach across the
curriculum; as one respondent put it, “all subjects,” or as another

explained. “all subjects, except art.”
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Among the particular subjects taught at these grade levels, English

was most frequently reported, followed by (in order of frequency):

science (including biology, environmental science, et. al.), special

education, social studies, language arts, math, and history. Our

sample contains a fe\v bilingual/ESL teachers, a few teachers of

foreign language (French and Spanish), a few teachers in the Gifted

and Talented program, and one teacher of physical education.

DO MUSEUM RESPONDENTS TEACH IN THE GALLERIES,
AND IF SO, HOW OFTEN?
Three-quarters (75%) of the total group of museum respondents

teach in the galleries. Eighty-two percent of the group of museum

educators and nearly half (49%) of the group of other museum

professionals (including museum directors and curators) report

that they teach in the galleries. Although we do not know how
representative these proportions are of the larger scene of art

museum education, it is clear that I\IUSE museum respondents’ are

very much involved in the active practice of education.

MUSEUM EDUCATORS

The majority of the responding museum educators report teaching
either on a monthly or a weekly basis. Only six respindents reported
teaching less than one to three times a year. Interestingly, museum
educators did not count the training of docents as “teaching in the

galleries” and often reported their teaching scenarirs as follows: “1
te’ach in the galleries about once a week. I train docents who teach
in the galleries every day through May.” “I train a corps of Si)
volunteer drcents. I model touring teclni1L1es’and create gallery
programs.” “I primarily develop curriculum and train docents.”

Among administrative duties, museum educators report supervising,
e.g., “the six educators of my department who teach in the galleries,
each of them three times a week”; coordinating school programs or
museum art classes; or designing workshops that are provided in
conjunction with exhihits. A number of educators report that they
fill in when docents are missing, i.e., “mostly in emergency situations.”
One museum educatmr reports, ‘When we need an extra ‘pair (if

hands’ for school tours or for special adult audiences, I teach.”

OTHER MUSEUM PROFESSIONALS
Ahout half of the responding group of other museum professionals
report teaching in the galleries. Of this group, an approximately
equal number of respondents report teaching: 1) daily, 2) weekly,
3) monthly, and 4) quarterly.

n n r — -r

MUSE
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The reported teaching of this group looks a hit different from that
of museum educators. One of these museum professionals reports
teaching “outreach classes in schools and scheduling and planning
151) academic and 200 recreation classes per year.” Another reports
giving “gallery talks four times a year” and an “arts lecture series
(six talks per year).” Although the majority of seem to teach in this
guest lecturer/infrequent presentation capacity, one of these museum
professionals reports teaching “daily. This is a part of our museum
policy.’ And another also reports teaching “daily. Our museum is
three months young, therefore we all teach!”

DO SCHOOL RESPONDENTS TAKE THEIR STUDENTS TO
ARTMUSEUMS, AND IF SO, HOWOFTEN?
Art teachers most frequently, and non-arts teachers least frequently
(Figure 2.3), take their students to art museums. Withal, just more
than half (53?4) of the entire sample of school respondents

indicated that they take students to art museums. The majority of
those who do take their students report going just once a year.

Given the interest in art museums that participation in this study
represents, we might expect that respondents would take their
students to art museums more often than a wider random sample of

the population. Since once a year is the most frequent numher of

visits even for this self—selected group. we must realize that in

addressing the issue of learning in art museums, we are talking ahout

a very infrequent encounter for most students in most schools.

Times Per Year that Teachers and Art Teachers
Take Students to Art Museums

50%
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iiçriit 2.3: Times per ‘ear that ara-arts teachers aael art teachers take their

stat/eats to art mi/seams.
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REASONS OFFERED FOR THE INFREQUENCY OF SCHOOL VISITS
TO ART MUSEUMS

NON-ARTS TEACHERS
Most respondents indicated that they would like to take their students
to the museum more often than they do. The most frequent reason
offered for limiting visits was budgetary constraints. One teacher
reported, “I would like to do more, but alas, budgetary
constraints.” Another said she takes her students to an art museum,
“when there is money available—maybe once in three years.” One
teacher explains, “Transportation costs are the problem or we’d go
more often as the visits are free.”

Another reported deterrent to taking students to art museums is
physical location. One teacher explained that she takes her students
to art museums, “infrequently, as the closest one is more than an
hour away.” Another explained, “Wish we could, but no museums
are within proximity of our district”

A number of non-arts teachers reported taking their students to art
museums “when exhibit/offerings mesh with curriculum.” One
teacher reported that she takes students to art museums,
‘occasionaily, depending on the unit of stud)’.” Some non-arts
teachers rcported that when it comes to a museum field trip, they
most often choose to go to the history or science museum, because
it more apparently fits into a given curriculum. As one teacher
explains, “More often, we take architectural walks, do observation
drawings outdoors, and visit historical museums.”

ART TEACH ERS
Rcsponding art teachers also reported that budget constraints limit
the number of times they can take students to art museums. One
art teacher explains, “I would like to do that—no money.” Anothcr
said she only goes to art museums, “once a year due to lack of
funding.” And another reported, “only when it is covered by grant
money... donations, or fund raisers.” Onc art teachcr said, “since I
service all studcnts in the school, it is rare that 1 can do a field trip
with a select few.” Another explained that although her students do
not get to go to art museums very often, she “shows slides and
prints from museums and does related projects.”

PRINCIPALS
The principals in our sample reported on the basis of the teachers
in their school taking students to art museums, and corroborated
the observation that, although frequency varies, “No one class is
likely to go more than once a year.” One principal reported that
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she “encourages” teachers in her “charge” to take students to art
museums. Another incorporates visits to art museums into a staff
development program, “We bring teachers to museums/historic
sites for training.” Location was cited as a frequent obstacle. One
principal says children can’t go because of “distance”; and another
principal says that he hasn’t brought students to art museums “due to
travel logistics,” hut indicates, “I have brought art to the children.”

RELATIONSHIP BETWEEN A BACKGROUND IN THE ARTS AND
FREQUENCY OF SCHOOL TRIPS TO ART MUSEUMS
Sixtv-t\vo percent of the school respondents who have a background
in the arts report taking their students to art museums. By comparison,
less than half (4fl°’o) of the school respondents who do not have a
background in the arts report taking their students to art museums.

For both groups, the most frequent number of times students are
taken to art museums is once a year. But I of the school
respondents with and 6’¼ of school respondents without a
background in the arts take their students to art museums between
two and three times a year. Similarly, 3°/ of the educators with and
none without a background in the arts take their students to art
museums 6+ times a year.

DO RESPONDENTS GO TO ART MUSEUMS IN THEIR
FREE TIME?
Almost all of the total group of respondents (910/0) report that they
do themselves visit art museums in their free time. Looking within

that group, an even higher percentage of museum respondents and

art teachers (97b) and a slightly lower percentage of non—arts teachers
($5) and principals (86h) report that they go to art museums in their

free time. Interestingly, the malority of those individuals who did

not report going to art museums in their free time (66°4), also

report that they do not have a background in the arts.

RELATIONSHIP BETWEEN GOING TO ART MUSEUMS IN FREE
TIME AND TAKING STUDENTS

About half (52i4) of the school respondents who report not going

to art museums in their free time also report that they do not take

their students to art museums. One of them commented, “Wish I

could, but no museums are within proximity of our district as well

as money and time are limited.” Forty-two percent of these

respondents reported that, although they do not themselves go to

art museums in their free time, they or the teachers in their schools

take students to art museums, again, most general1 once a year.
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SUMMARY OVERVIEW OF THE SAMPLE
In summary then, the Project MUSE questionnaire respondents
comprise a broad-based group of experienced educators, many with a
decade or two of professional experience and varying degrees of arts
backgrounds. Just about all the museum educators and art teachers,
but less than half of the non—arts teachers and principals, report
having a background or current involvement in the arts. Respondents’
views on what constitutes narts background are diverse.

The grade levels which school respondents teach are divided quite
evenly between younger (preschool/lower or elementary level)
and older (middle/high school and adult) students. Just as the
school educators teach all ages of students, they also teach subjects
that span the range of disciplines.

As might be expected from their participation in this study, the
museum repondents have a particular interest in education. The
majority of museum educators and nearly half of the other museum
professionals in the sample teach students in the galleries. Nearly
all of them train docents and/or lecture to other adults.

Half of the school respondents reported that they took their
students to art museums, and most often just once a year. Given
the predisposition of respondents to the topic of this research (as
indicated by self—selection in the study), the frequency of reported
student visits to art museums is quite possthlv higher than would
be reported hr a more random sample.

The positive predisposition of the sample is also indicated by the
high percentage (85_95) of all respondents who visit art museums
at least once yearly in their free time. There was no difference in
frequency of taking students tc art museums between school
respondents who do and do not go to art museums in their free
time. However, 20t)/ fewer school respondents without a background
in the arts than with report taking their students to art museums.

INTRODUGTION TO THE THREE BASIL
QUESTIONS
Because there are So many different kinds of art museums and art
museum-goers, Project MUSE researchers attempted to explore
respondents’ impressions (i/era/I of the art museum experience
and its educational role and potential. Towards that end, we asked
respondents for their opinion on “most” people in “most’ art

museums, as well as their personal experience and perspective.
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After much deliberation, debate, and pilot testing, three basic
overall questions were selected:

1) In your opinion, why do people visit art museums?

2) in your opinion, how do people feel in art museums?

3) In your opinion, what do people learn in art museums?

Following a structure developed by Harvard Project Zero’s Project
Co-Arts (see Davis, 1993a), respondents were asked tc consider and
select as many of nine viable different statements as might “accurately
answer” each question. Respondents were also invited to write in
“other” statements that they felt might apply (see Figure 2.4).

RESPONDENTS’ IMPRESSIONS OVERALL
All nine options for each question seemed to he viable alternatives
as determined by researchers’ early exploration of general opinions

on each of the three questions. Accordingly, marking which

statements applied was as much an immersion of the respondent in
MLTSE’s ongoing conversation as it was an exploration of \vhcther

any of the statements did or did not apply. The tenth option was
offered as blank lines on which respondents could write in

explanations that had not been included.

MUSE researchers were interested in learning the overall extent to

which respondents felt that any or all of the proposed options applied

as well as the range of “other” alternatives that participating educators
would suggest. A more in—depth exploration of the respondents’

opinions came in the last part of each question in which

respondents were asked to rank their top three answers to the

original question. Respondents had the option of ranking

any of the “other” options which they had proposed.

RESPONDENTS’ PERSONAL EXPERIENCE
In the hopes of gathering as much inf )rmation as possible, we not

only asked respondents to rank a number one option in terms of

their general impressions of “people’—with “most people implied

but also to select “which of the statements (1—10) is most true for

you?” A number of respondents to early drafts of the questionnaire

had said, “Well, this is my opinion of what most people think, hut

for me it’s different.” We thought it would he interesting to see

whether the different populations of museum and school educators

felt their own experiences in art museums were the same as or

different from what they estimated as the experiences of “most

people”; and, if different, what those differences might be.
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RESPONDENTS’ PERSPECTIVE IN TERMS OF EDUCATION
Finally, we asked respondents to consider the specific topics of the
questionnaire in terms of students and genera] education by
responding to the following four questions:

1) F-low important do you think it is for students (again, with “most
students’’ understood) to grow up to be regular visitors of art

m u s e urn s?

2) How positive do you think students feel about their experiences
in art museums?

3) How important do von think art museums ARE to general
ed Li cat io n?

4) How important do you think art museums SHOULD BE to
general education?

In this last pair of questions we were trying to gauge whether
respondents felt art museums were realizing their potential—if
respondents thought they had one—as contrihutoi-s to more
creneral education.

DIFFICULTIES WITH THE FORMAT
Overall, MUSE respondents accepted the level of generalization in
our request for opinions on the issues of why “people” (with “most
people understood) go to art museums, how they feel there, and
what, if anything, they learn. Nonetheless, a small number of
respondents pointed out that, when asked to rank their top three
responses, it was difficult for them to speak for people in general,
and especially on the iSsue of how people feel in art museums.
Nine respondents (2I) expressed difficulty in generalizing about

why people visit art museums; 38 respondents (7%) expressed
difficulty generalizing about how people feel in art museums; and
six respondents (14i) expressed difficulty in generalizing about
what people learn in art museums. On each question, a number of

respondents chose not to rank their answers.

DIFFIULTIE5 WITH “WHY DO PEOPL.E VISIT ART MUSEUMS?”
)n the whole, these respondents reported feeling that although all

the options (see Figure 2.4) \Vould be true for some people on
Some occasions in some art museums, in ranking their top three
responses, they would need to know more about which art museums.

and which museum-g( )ers, and under what circumstances. Regarding
the issue of visitati( n for example, one respondent wrote, “Which
people I tind this hard to answer without an audience in mind.
Another respondent wrote in that there would he different answers
for frequent museum-goers and infrequent or flon-goers.”
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DIFFICULTIES WITH “HOW DO PEOPLE FEEL IN ART MUSEUMS?”
()n the question of how people feel in art museums, respondents
who had difficulty ranking their answet-s said that the cluestion
depended on three factors: the museum itself, the museum staff,

and the individual visitor (see Figure 2.9). Regarding the museum
itself, one respondent pointed out, “Different museums engender
different feelings.” And another elaborated, “Some are very visitor
friendly, others are not.” “Some are welcoming, some are forbidding.”

Regarding the museum staff, one respcndenr pointed out, “I find
this question difficult to respond to because experiences at art

museums are intluenced by the attitudes of the staff at that
particular facility. Some are very open and empower and enjoy
youngsters; others seem annoyed by their presence.” And on the
subject of the particular visitor, one respondent told us, “there are
two groups of people who visit museums: those who want to (and
are quite comfortable) and those who have to (in my experience,

students).” Others said it depended on visitors’ “own repertoire of
knowledge,’ or “their age,” or “experiences and understanding of

art.’’ One respondent told us, “Some may feel small in comparison

to the world of art.”

DIFFICULTIES WITH “WHAT DO PEOPLE LEARN IN ART MUSEUMS?”

Regarding the issue of what people learn (see Figure 2.14), one

respondent wrote in, “This depends on what socioeconomic area

we come from.” Another indicated, “So much depends on attitude/

knowledge/personality of (the) director.” And another pointed out,

“Some museums are more welcoming than others .Somc art museums

encourage all ages to explore/question and others are very ‘oft

limits.” An art teacher told us, “It really means so many different

things to each individual student. If they have problems in art

techniques, that is what they look ator if they just had a pern)d in

modern European history, that seems meaningful.”

DIFFICULTIES OVERALL

Since we had \vrestled with these same questions when constructing

the questionnaire, we were particularly attentive to respondents

voicing their “frustration in knowing that the choices they made

were in terms )t art museums and museum-goers “in general,”

ignoring the exceptions and variations that result from important

individual differences among art museums and museum-goers. In-

depth person to person interviews would have certainly facilitated

a more nuanced overview of the scene and should he considered

for future research.
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Nonetheless, having expressed these limitations, it seems especially

impressive that the large majority of respondents were able to

overcome these constraints and make tbeir choices in terms of the

broad brush strokes we were applying to each question.

What follows is a summary and discussion of responses in terms of

the central issues of siii1arities’’and differences between our primary

groups of school and museum educators, and our additional

interest in differences between respondents who do and do not

have art backgrounds, and respondents who do and do not go to

art museums in tbeir free time.

MUS•I
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COMPARISON OF RESPONSES BETWEEN

MUSEUM AND SCHOOL RESPONDENTS

IN YOUR OPINION, WHY DO PEOPLE

VISIT ART MUSEUMS?

1-larvard Project Zero MUSE Questionnaire

L In your opinion, why do people visit art museums?

Please check 01 as many of the following statements as von think accurately answer this

question. You may want to write land check) other statements in the lines provided in #10.

Please be sure to complete the box marked ‘importatit” at the bottom of the page. Thank van.

1._For cultural enrichment: to participate in the cultural and cross-cultural conversations of

the past and present.

2._For prestige: to make a personal statement of status and/or sophistication.

3._For artistic productiott: to find inspiration for ones own artwork.

4._For self-improvement: to increase self-knowledge or build character.

5.___For artistic perception: to see beautiful objects and exercise and/or demonstrate a

knowledge of aesthetics and/or art history.

6._For tourism: to include the museum in the sites seen in a visited city.

7._For entertainmettt: to escape from the everyday world and/or socialize with friends.

8._For spirituality: to enjoy a spiritual experience: to uplift one’s soul.

1)._.__For education: to learn about art, art making. and history.

10. Other:

Ligur 2.4: .(I( ‘ST Qi/tsfiounain Pcige 2: lFhj’ do prop/c /‘iSit art iii//SriiiJiSt

IMPORTANT

From the statements you have checked above, please rank the top three answers:

First:

_________

Second:

_______

Third:

__________

Which of the statements (1—10) is most true for you?

How important (10 you think it is for students to grow up to be regular visitors of art

museums?

Very

_______

Quite

_______

Sotnetvltat

______

Not at all

________
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In your opinion, why do people visit art museums?
Frequency of Selection of Options

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%

CulturalEnrichment • •

Prestige

___________________

Artistic Production

Self-Improvement I

Artistic Perception

______________________________________

Tourism
I

Entertainment

Spirituality _L......

Education

______________________________

U School Respondents
(n=347)

Fií,e 2.5: In toni opinion, n’/;y do people ijsit art ,nnseui,is? Frequency of
selection ol options.

SELECTIONS OVERALL
Museum and school respondents selected, with relative frequency,
all of the options provided as possible answers to why people visit
art museums (Figure 2.4). For both groups the options of ediicntion
and c/I/tHin! enric/mcnt were the most frequently selected, followed
by n rtistic p e niep tin n an ci to H rism.

Looking at the most frequently selected responses (Figure 2.5), it is
important to keep in mind the particular ways in \vhich these
options were defined in the questionnaire. Education was defined
as “to learn about art, art making, and history’’; cli!tini/ enr,ciimeiit as
“tee participate in the cLiltural and cross-cultural conversations of
the past and present”; and ante/ic pimption as “to see beautiful
objects and demonstrate a knowledge of aesthetics
and/or art history.’’ Reflected in all three most frequently selected

ptions is a view of the trip to art museums as associated with the
“academic” arenas of culture, knowledge. and learning.

More museum than school respondents selected pnestie (to make
a personal statement of status and/or sophistication) as an option

Museum Respondents
(n=1 85)
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for \vhv people visit art museums and more museum than school

respondents wrote in additional options of their own. The opti(

of dr//Sf/c prod/idloil (to find inspiration for one’s own artwork),

en/t’rtaiiment (to escape from the everyday world and/or socialize

with friends), and tourism (to include the museum in the sites seen

in a visited city) were also selected by more museum than school

r e S 0 fl dents.

These differences in selections suggest that the museum respondents

may have a wider (and perhaps less strictly academic) view of reasons

for visiting art museums, including those of artistic inspiration, sight

seeing. status-seeking. and meeting and socializing with friends.

RANKED OPTIONS (1,2, OR 3)

In consideration of the optic)ns that were most frequently ranked

by the museum respondents and the school respondents, both

groups’ priorities were quite similar. For 1)0th groups, twit/mi!

was most often ranked first, and uuI/ic7tioIi was most

often ranked second. Museum respondents’ most frequent third

place ranking \vas, again, cdinwfiou, while school respondents

choice for most frequent third place ranking was tied between

cu//urn! eiiric/jmeiit and dr/is/ic perception. Least frequently ranked

(1, 2, or 3) by 1)0th L,rroup s were artistic prod/ic//oil and prest!g.

RANKED NUMBER ONE/FOR OTHERS AND FOR SELF

Comparing the choices ranked first for most people by the museum

respondents (Figure 2.6) with those of the school respondents

(Figure 2.7), the top three choices for first place ranking are the

same (although in different orders) for both populations: tw/tumi/

cii ric/Jmen/, dncatio ii, and artistic p ercep fio ii.

Overall, more museum (67) than school respondents (5( l) chose

different first place reasons for visiting art museums for themselves

(“most I-rue for self’’) than they did for others (ranked number one

for “people”). Furthermore, the museum respondents’ differences

covered a wider range of options.

MUSEUM RESPONDENTS

Museum respondents (Figure 2.6) more frequently ranked

ciutt’rtaiumc;it asa first choice option for why others visit art

museums than as a reason why they themselves visited art museums.

Tourism and pn-s/n were options which museum respondents

ranked for others, but never for themselves. On the other hand,

with the option of spirituality, almost no museum respondents

ranked this as a first place reas m f ir why others go, but it was the

___ __

fkIkI AlP

- _]A I] — -— &_
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In your opinion, why do people visit art museums?
Museum Respondents: First Choice for Others and for Self

0% 10% 20% 30% 40% 50% 60%
Li ‘

__ __
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Prestige

Artistic Production -

Self-Improvement

Artistic Perception —

______ _______

Tourism

Entertainment

Spirituality

Education

Other —.———-.--.—--

Museum Respondents (n=185)

I First Choice First Choice
for Others for Self

F/nrc .2.6: lIhr do prop/c i/sit art museums? ,lluseiim Respondents: First
c/nc/cc /ur others and for sc/f

In your opinion, why do people visit art museums?
School Respondents: First Choice for Others and for Self

0% 10% 20% 30% 40% 50% 60%
i ‘ • • L J

Cultural Ennchment 11

Prestige

Artistic Production• —

______—

Self-Improvement

Artistic Perception•

_______________

Tourism

Entertainment

Spirituality

___________

EducationS

Other

School Respondents (n=347)

I First Choice First Choice
for Others for Self

Finrc 2. ‘: lriy do p op/c c/sit art museums? S c/coo/ Rc spo;idcats: First choice
//cr others and fur se//.

________

J

ramueci

—
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MUSF

fourth most popular reason chosen for why they themselves go.

Similarly arti.ctic prodiictioii was an occasional first choice for self

that was almost never selected for others.

SH 001 RESPONDENTS

Among the school respondents (Figure 2.7), comparable percentages

of the population chose the same range of first place options for

themselves as for most people. Differences can be seen in artLc!!c

production and spirituality, which are more frequently ranked for

self than for other people; in cultural eh’ric/JmcI/t, which is m re

frequently ranked first place for others; and in pres!!, which is

occasionally ranked first place for others, but never for self.

WHY DO PEOPLE VISIT ART MUSEUMS? OTHER

OPTIONS OFFERED BY RESPONDENTS

Although many respondents seemed to think the MUSE options

comprised a comprehensive list of reasons that most people visit

art museums, other responses were written in by each group.

Overall, there were four other main reasons for visiting suggested

by respondents:

I ) Curuos!/j’: “people are naturally drawn to things that are out of

the ordinary.’’

2) Obi’!n,atiou: individuals are “forced” to go with a school trip, or

because of a course requirement, or “because their teachers

bring them,” or “because their parents make them!”

3) Humanity: to understand “what it has meant to be hLiman in

other times and places and to better understand my present

human experience,” and “to see how artists have expressed their

feelings and the human condition. To increase knowledge of the

human spirit.”

4) .Vocuabii’i/j’: To take advantage of the gift shop or restaurant; to

meet friends or buy presents in the museum shop. As one

mLiseum educator put it, the art museum is “a good place to c-at

and/or hold meetings over lunch’’; or to have “social interactb >n

with friends and/or family.”

Suggested other reasons that people visit art museums which are

not summarized above are directly quoted below and sorted by the

respondent group that contributed them.

.1
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OTHER REASONS FOR VISITING OFFERED BY MUSEUM EDUCATORS
• In order to develop a sense of beauty, a feeling for quality and meaning,

they must have continuous exposure to art.

• Special programs, personal enjoyment.

• For eim (non: to experience something different, a not—so—cheap thrill.

• Anything that stretches the mind and fLiels the imagination builds stronger minds.

• To attend nn-arts events held in museums.

‘to feel the visual poetry and see with new eves. To feel pleasure, joy, and
delight and also to be challenged and sometimes provoked.

• It’s a setting for daydreaming—it is one of the few envin)nments in our culrtire
where one can loiter and not he arrested and stare into space and n it he
considered unbalanced. One can muse at the museum. With a companion,
one can talk aimlessly (I call it parallel musing).

• For most young peuple. visiting a museum is part of what they do in school
and nothing else.

• For professional development. Meet with colleagues, compare educational
techniques with ours.

• For intellectual activity—to he challenged to discuss ideas, to participate in
the “evolution of a living culture.”

• Seeking family experiences-take part in programs and presentato n directed
at family groups.

• I think some pci pIe contribute to or become members of art museums for
social status/prestige, hut I don’t think many of these people visit them or
support their programs.

• Children on field trips form a special “forged” audience. hut will return
volLintarils if their first visit truly engages.

• To get ((Lit iif the rain.

• To introduce one’s children to an important cultural resource.

• For some I heheve art is a passionate experience—a vital part of their lives
that is nurtured through museum visits.

• Architecture of museum... rhe\ feel it’s something they should di) to he a
good parent.

• To broaden the horizons of their children and introduce them to xvhat parents
hope is something that will he good for them.

• For inspiration for other areas of life work: poetry, music, architeetLire and
other areas.

• Go to see iihjeeis that will touch me and speak to me and inspire something
deep within me that puts me in touch with other peuple, past and present
and I think others go to feel that same connection.

• Re: prestige: for exhibition openings. Yes!

• According to research conducted at this museum, some visitors come to the
mtiseurn to spend quiet reflective rime.

• To have fun: to impart s’alues to others (especialle children) while spending
focused time communicating with others.

• Dating: purely social.

• To feel the visual poetry and see with new eyes. ‘to feel pleasure. ji iy, and
delight and ,ilso to he challenged and sometimes priivokecl
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OTHER REASONS FOR VISITING OFFERED BY OTHER MUSEUM

PROFESSIONALS

• To enjoy the beauty, intrigue and/i ir wonder of the creauve act of art making.

• To he challenged by new ideas. For relaxation... I once attended a workshop

where a survey had been done... where over 70”4 of the respondents answered

that juesnon: “I go to the art museum fora relaxing, peaceful experience.”

• For pure enjoyment.

• To experience another kind of learning, another way of looking at information

and objects already thought to he familiar.

OTHER REASONS FOR VISITING OFFERED BY NON-ARTS TEACHERS

• Their companions do it—go along with others.

• Peace and i.uiet: a time to reflect

• Simple: the simple act of pleasure Ac srhcric: enjoying the beauty of something.

• As a director, the visual stimulation of artwork often helps me in physically

blocking or lighting a scene. It gives me inspiration as well to see

nature and humanity differently portrayed.

• For understanding life and culture of an artist.

• To c inspire and improve i ior own creations.

• Ti) achieve an awakening of the senses.

• To see a particular exhibit that would rcruirc extensive travel to sec usually.

• Ti extend the expcnencc ‘and education of one’s children or students.

• To get ideas to usc i is the classr iom.

• To enhance the quality of life by appreciating another person’s self-expression.

• To introduce children to art as.s means of expressing varied ‘‘experiences.’’

• To be surrounded in others who love art, love to learn—arc there because

they want to be. There isa kind of spitittial kinship with ttangets in a

nsuscum—a kind of worship that is shared, subtle, and gloto iLisly present.

• When my daughters were voting I took them... to impress thens with the

immense variety .ind style in art. I think it helped them to realize how

limitless the imagination is!

• For therapy: to psychologically heal from a recent divorce ut other catastrophic

life challenge.

• For experience: to be; tia exist; to see things as one has nevet before seen

them; usr to live through the art.

• Ti) experience various methods of self-expression that are innovative.

• To plan museum experiences fiat students who will be taken on field trips to

a museum.

• ‘l’o get ideas of new approaches to my classroons projects.

• To enlarge my thinking.

• For relaxation, ti i reduce stress.

• Many divorced fathers who have children on weekends \vill go asaw:iy for

something to do.

• To gain appropriate information and knowledge helpful in developing

teaching units through the arts.
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OTHER REASONS FOR VISITING OFFERED BYARTTEACHERS
• 1 take ow students to museums to experience what society feels is great art first

hand. We also look for what malces it si and what motivated the artist to create.
• To research a particular style or trend of painting or sculpture.

• To get out of school for the day.

To use as a teaching tool, as an experience for learners, and to bring
information back to seh ol.

• Enj )vmenr, satisfaction, fulfillment of perceiving art (i.e., it feels good, and
it’s exciting to be “moved” by art, perceptually and emotionally).

• It’s something 1 must do—a compulsion.

• Museums I go to often have concerts, lecture series, and special teacher
workshops that are interesting or helpful.

To attend specialty talks /lectures/workshops in specific field/topics.

To see works of a major artist for whom the individual has a liking or about
whom the individual is curious.

• For insight to individual artist’s styles.

• To see a particular show that is traveling from city to city.

OTHER REASONS FOR VISITING OFFERED BY PRINCIPALS
• ‘trt museums make me feel peaceful.

• To see how an artist makes a statement about the existing society.

• For insight into societal values (past, present, future) as well as the challenges
and changes to them.

• To improve knowledge Of antir1uities.

• Romance!

• Something in the realm (if conserving the past—how best to do it and without
offending a culture—i.e., Native .‘tmerican.

• To share the importance of art with one’s children.

• lot the special exhibits, shows and productions.

• For the joy of visual learning.

OTHER REASONS FOR VISITING OFFERED BY OTHERS
• To be able to say they have seen a particular museum or w rk of art: a

statement of validity... I often see tourists who have their picture taken in
front of famous works.

Perspective taking: Where are we? Where have we heen? And most
important, where do we want to go?
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HOW IMPORTANT DO YOU THINK IT IS

FOR STUDENTS TO GROW UP TO BE

REGULAR VISITORS OF ART MUSEUMS?

In creating a scale from ic)]’ as the most positive ranking to not (11

ce!! as the least positive ranking (see Figure 2.4), MUSE researchers

considered the positive rankings to he i’ei and qnitc, and the less

positive rankings to he soiiien’/itit and leo! at a// \Vhile the majority

of both ITIUSCUIT1 and school respondents chose on the poSitu c end

of our scale, more museum than school respondents (Figure 2.8)

think it is Cci]’ important for students to grow up to be regular art

museum—goers. Although small percentages, more than twice the

percentage of school respondents as museum respondents think it

is just soiiicn’/jat important for students to grow up to be regular art

m us e urn — go e r s.

These differences arc not surprising. The continued life of tile

museum may rely Ofl tile cultivation of flew populatu HIS of

museum—goers. In many art museum education programs, free

passes are distributed and programs are evaluated Ofl the basis of

tile number of students who return with their parents or friends for

repeat visits. Throughout tile museum, then, visitation may be seen

as both an ubjective and a measure.

How important do you think it is for students to grow up to be
regular visitors of art museums?

Finrr .‘. 8: Lion /m,ho/taiit do jolt i/ink it is /r stiidunts to ron’ i/p to lit

reii/a r i/s/to IS f a it musen,,is?

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%
I • I. .I I . I I

, Museum Respondents School Respondents
r (n=185) (n=347)

39





‘ E T I

IN YOUR OPINION, HOW DO PEOPLE

FEEL IN ART MUSEUMS?

Harvard Project Zero MUSE Questionnaire

11. In your opinion, how do people feel in art museums?

Please check U) as many of the following statements as you think accurately answer this

question. You may want to write (and check) other statements in the lines provided in #10.

Please be sure to complete the box niarked ‘important” at the bottom of the page. Tlutnk you.

1 ._,_\Velcome: that the museum is a friendly and inviting environnuent.

2. Enthusiastic: that one is eager 105CC as much of the inuseuni as possible.

3._Self-conscious: that there are behaviors e.g.. how long to stand in front of a painting)

which one needs to acquire in order to feel comfortable in the museum.

4. Lost: that there may be a conect order in which to view the works of art——wondering

sshich way to go. whete to start.

5.,jndependent: that one is competent and free to explore the museum on one’s own.

6._.Uninformed: that there is information e.g.. art history) one needs to know (that others

know) in order to appreciate the museum experience.

7.__Emposvered: that whatever experience one has with the works of art is valid.

8._.Unwelcome: that the museunt is a forbidding or intimidating environment.

9._Neutral: that, for whatever reason, one is unaffected by the experience.

tO flth.r

1/11)5 2. °: .\[L’SE (Jitrs!ionnaiie Prs 3: 1—fon do prop/c /rr/ in z,t /11/I.r/!/)l.1

IMPORTANT

From the statements you have checked above, please rank the top three answers:

First:

______

Second:

_______

Third:

_______

Which of the statements (1—10) is niost true for you?

________

How positie do you think students feel about their experiences in art museums?

Very

__________

Qui)e

__________

Somewhat

__________

Not at all

____________
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F/gore 2. / 0: In rU/fr opinion. hon c/U people Jeel in art li//iseoms? Frequency of

Ii let//Oil of op/ions.

SELECTIONS OVERALL
Museum and school respondents differed substantially (in the
qLlestions of how people feel in art museums (Figure 2.111). Overall,
more museum than school respondents seem to think that most
people feel negatively in art museums.

Museum respondents’ most frequently selected responses were

//////i/Or///ed (that there is information (e.g., art history) one needs
to know (that others know) in order to appreciate the museum
experience); se/fCO//SO//S (that there are hehaviors (e.g., how
long to stand in front of a painting) which one needs to acquire in
order to feel comfortahle in the museum); and lost (that there may

be a correct order in which to view the works of art—\vondering

which way to go. where to start).

Converseh-, school respondents most frequently selected the options

of cntlms/nst/c (that one is eager to see as much of the museum as

possible); /nelepenc/e//! (that one is competent and free to explore
the museuiri on ones own); and ne/come (that the museum is a
friendly and inviting environment). I nterestinglv, ne/come was among

the options least frequently selected hv museum respondents.

In your opinion, how do people feel in art museums?
Frequency of Selection of Options

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%
I . I . I . I — I — I . I — I
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\r(/1tnl/ (that, for whatever reason, one is unaffected by the

experience) was the least frequently selected response by both

groups. Li/De/COJIJe was more frequently selected by museum than

by SChool respondents, and empowered was more frequently
selected by school than by museLim respondents.

The overall selections suggest that museum respondents think that

visitors experience more negative feelings in art museums than do

school respondents. Although it would be heartening to suggest

that the school respondents have good news to bear (i.e., that

museum-goers actually have fewer negative responses than

museum respondents think they do), it is important to remember

that participation in the MUSE study may represent a more positive

attitude towards art museums than would be found in a random

sample. And here again, museum respondents may be reflecting

their view of a broader population of museum—goers than is known

by the school respondents.

RANKED OPTIONS (1,2, OR 3)
The observed differences persisted in the options both groups

selected to be ranked tirst, second, and third .\lLLseum

respondents’ most frequent selection for first place was se/f

conscious, and for second and third place was ninn/i.rmed.
Expressing their very different view, school respondents’ most

frequent selection for first place was ent/insiastuc, and for second

and third place was independent. Both groups least frequently

ranked ncuutiw/ for first, second, or third place.

RANKED NUMBER ONE/FOR OTHERS AND FOR SELF
Eighty-two percent of the museum respondents and 6l) of the

school respondents had different first place (i.e., “most true’)

responses for themselves than for others . Although museum
respondents (Figure 2.11) seem to think that most people have

negative feelings and scho )l respondents (Figure 2.12) seem to

think that most people have positive feelings in art museums, both

p plations rank positive feelings in first place for themselves.

MUSEUM RESPONDENTS

Although museum respondents’ most frequent first place rankings

for others (Figure 2. 1 1) were se/!-coIlSc/Ou/s, uinin/ornicd. and

cIut/)nsl(zstlc, their first choice rankings for themselves were
indpcndcnt, cnt/insiustic, and empowered. Not one museum
resp ndent ranked in first place the option of lull/nil (that, for
whatever reas( )fl, one is unaffected by the experience) for others or

for themselves.
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In your opinion, how do people feel in art museums?
Museum Respondents: First Choice for Others and for Self
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In your opinion, how do people feel in art museums?
School Respondents: First Choice for Others and for Self
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e/J/pOiI’L’/vIl and i/Hue/come. Not one museum respondent ranked

mine/come as most true for self. Enipomered was the third most

frequently ranked option as most true for oneself. \Vhile se/J-couscious

was most frec1ucntlv ranked as first place for others, almost none of

the museum respondents ranked it as most true for themselves.

A small percentage of museum respondents ranked lost and

iii/epeiidtnt as first choice for most people, but not one museum

respondent ranked lost as most true for self, and /ndpeudeut was

the most frequently ranked option as “most true” for museum

respondents themselves. Similarly, uu/n/rmed, which was second

most frequently selected as first place for others, was almost never

selected by museum respondents as most true for self.

Overall, these rankings support the nori( )n that although museum

educators themselves feel confident, secure, and excited in art

museums, they perceive others as feeling less comfortable.

Interestingly, very few museum respondents ranked the option of

ne/come as first place for others or for themselves.

SCHOOL RESPONDENTS (Figure 2.12)

School respondents Im)st frequently ranked as first choice for others:

enthusiastic, n’e/come, and independent. Differing slightly, school

respondents most frequent responses for how they themselves feel in

art museums included empowered in place of ne/come. The least

frequently ranked first place options for others and for self were:

neutral and i/nn’e/come.

More school respondents ranked se//co//scious as the first place

ranking for others than for themselves. In a similar vein. schi ol

respondents more often ranked empon’ered and inchpendent as

true for themselves than for others.

\hile these first place rankings indicate that in a couple of instances

school respondents max- see themselves as feeling more contident

and secure than most people, school respondents overwhelmingly

see most people, like themselves, having positive feelings in art

museums. Interestingly, more than twice as many school as museum

respondents ranked ne/come asa first place option both for others

and for themselves. Like museum respondents, school respondents

see others feelin& more ne/come in art museums than they do.

The options least frequently ranked in first place for others were
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HOW DO PEOPLE FEEL IN ART MUSEUMS? OTHER
OPTIONS OFFERED BY RESPONDENTS

)verall, the other options that respondents wrote in for how people
feel in art museums were more positive than negative. There were
four overarching options that respondents suggested had not been
previously included:

1) Curious: “That the museum presents multiple reflections of
humanity.” “Curious: wishing to inquire about the background
of the artist or the previous owners.” “Curious: the feel of
exploration and discovery is experienced.” “Curious to learn the
essence (in a concise form) of a particular exhibit.” “Curiosity is
aroused by artworks, although visitors may not have or be able
to find resources to answer questions raised.”

2) Traus/rmed: “Special: transformed.” “That they are in another
place or time lose track of time.” “That even though the museum
can be an intimidating place, there’s something awesome and
positive about the ‘temple—like’ quality.’’ “Formal: like being in
church.” “Many feel museums are like churches—quiet, sacred
places.”

3) -1/ioiated: “That nothing about the art or the institution has
anything to do with ordinary people. “Some people feel
disenfranchised when their own culture is not represented in the
museum’s presentations.” “That the art museum is an expression
of White culture and the exhibits wittingly or unwittingly convey
those values.” “Often as an outsider in cold territory.’’

4) Excited: “Excited and inspired by thern art one sees.” “Excited: to
be in a new and stimulating environment. “Stimulated by new
ideas or imaginative ways of presenting old ideas.” “Excited and
inspired by the art one sees.” “I think many people feel excited
about being in the museum—awestruck.”

It is not surprising that the largest number of other options were
supplied for the question which the most respondents had difficulty

answering. Here are the additional feelings that were offered—not

summarized above—directly quoted from respondents.

OTHER WAYSTHAT PEOPLE FEEL IN ARTMUSEUMS OFFERED BY
MUSEUM EDUGATORS
• High school students are often intimidated and made uncomfortable by

tuards, uneasy docents, and unspoken expectations.

Social, part of being seen with the right people in the right place. Tired, with
sore feet, want to stop l( oking and sit down. Surprise—wasn’t what they
expected. l-lappv—tet a sarisfvin experience from art and/or the environment.

• Entertained: Lookint at art raises Lluestions, encoLirates dia1otue. Bored/
Tired: Try to do too much or information is not well—communicated.
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•

We are aiming to have them feel very positive.

If they have a good doeent, they should feel very good.

Imp tess e d.

The range of response reflects people’s familiarity with and knowledge of

place (the museum) and content (its collections or exhibinons). Visitor

services: tours, gallery guides for a variety of types of visitor, and interactive

experiences can greatly enhance the museum experience.

• Strange... Quiet, too much use of stark settings and white walls. Some art

can he almost unpleasant if n( (t seen following an explanati( n. I—land outs

are not often read.

• I—low people feel in the museum depends on the haekground knowledge

they hring to the experience.

• Exhatisted: mentally fatigued by challenges (if way finding, etc.

• Along with self—conscious, some people feel insecure or lack of confidence

in their ability to :ippreeiate the art, in modern/contemporary art museums

they may also feel “angry,” wondering why the work is art. \Vhy it is in the

museum. This anger or insecurity is related to a feeling of exclusion. They
aren’t part of the “in” t( (up since they don’t “understand” the work.

• Students enrolled in (Jut sttidio and gallery visit rograns’ ate almost all

(.juite-ver\ positive Students who have had little sleep on their class trip and

come from small towns for a general tour in June probable w(iuld m(stlv

like to get to the shopping center, ot to the bus hostel for a nap.

• I feel very few pe(plc feel “empowered” since I beheve that the experience is a

biased one no matter what since a process of selection and predetermined

“(.lualitv has already (iceurred.

• Comforted and hopeful, knowing there is’’a place and pei(ple dedicated to
creation and preservation and not destruction.

• In(.luisitive: interested in understanding the artist’s work, the museum’s
collection, the constructi(ns of history represented there.

• Negative: some people never learn how to use a museum to their benefit.
Most don’t know that it is 0. K. to have fun. \lost people still view museums

as elitist (socially and academically).

• Those with some background usually feel comfortable and enthusiastic but I

suspect are in a minority. Many other visitors are awestrtiek.

• B red: they are disappointed when the work doesn’t “do” something to them;
they lack (or don’t utihzej the skills necessary for a ‘‘dialogue’’ with the work.

• I think people as a whole feel more comfortable in art museums now than
perhaps 20 or 30 years ago, largely due to school groups visiting.

• Students feel positive about their experiences in art museums as long as
there is good programming.

• It depends whether people arc just stoppiog in to visit, (0 if they’ve come for
a program or something else has brotight them in and helped them to feel
welcome.

• The research conducted here sl1(\\’ed- ‘at least two types of mtiseum ‘i5it0t5

those with art kno\vledge and those without. Those with art knowledge
fotind the musetim welcoming; those without found it intimidating. It depends
on how their experience went. Were they made to feel comfortable and
challenged o were they left ou0
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I think that people av( od museum visits because they dont think they have time
to see all the exhibits. People don’t think to visit just to see certain exhibits.

0TH ER WAYS THAT PEOPLE FEEL IN ART MUSEUMS OFFERED BY
OTHER MUSEUM PROFESSIONALS
• Experience in museums varies according to familiarity with material, family

background. etc.

• If students have a capable and informative guide. I think they feel exhilarated by
the museum experience.

• nempiwered: That the way most museums are structured does not engender
empowerment. 1 u must enter and exit only one was, didactic panels tell you
how you should think, guards are unfriendly, you “must” be quiet, etc.

• Most people feel intimidated, that they rio not understand the relevance or
significance of the objects exhibited. Many feel that the labels are not
informative for the average viewer. However, I have observed this more with
adults than with children, who seem more open to new experiences.

• Obligated—feel one should visit.

• I think the general public is intimidated by art museums and believes there
arc Specitic ways to look at art.

• (_)ur museum’s intimate scale, informed and outgolni.t docents, and informal
placements of the outdoor sculptLires, tend to allow our visitors to relax into

their museum experience. \Ve’re convinced that they leave here enthusiastic
and brave enough to go onto visit some other museum soon.

OTHER WAYS THAT PEOPLE FEEL IN ART MUSEUMS OFFERED BY
NON-ARTS TEACHERS
• Confused: especially about more modern abstract pieces.

* Some arc intimidated or (iverwhelrned..\lorc experienced feel at borne, less
experienced feel unsure of themselves.

• Many people feel weak, uneducated and have an inferiority self—dcim ting
attitude. Viewers should enjoy, learn, become more aware, read more, become
more self-confident, and return to learn, appreciate and enjoy even lTiorc. Then
learning even more becomes a way of life. True fun and a love for learning!

• tmnfortunately, most perceptions are negative. These are stereotypical
reactions because the arts are not given edLicaticnal priority, many folks feel
this area is only for the “sophisticated.”

• Self-conscious, “students especially.”

• I’plifted: that looking at beautiful objects gives a sense of peace, harmony,
clarity, and refreshment.

• Believe that the more opportunities one takes to participate and visit museums,
the less intimidating; m ire knowledgeable and comfortable one becomes.

• Self—satisfied: that one has spent free time by choice rather than obligation.

• People tend to feel more comfortable in a museum when the’ have a purpose—
going to view a particular exhibit or as a social occasion with a friend.

• \Vben visiting with my children children and teenagers), I am Sometimes
stifled by the need to be quiet. Also, certain people ire snobbv and tend to
sneer when exposed i kids. I find this unappealing.

• Bored: Mv students have said that they cannot “relate” to the art of the
artists. Frustrated: They niont know how to talk about art.
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• ( )verjoved and that it is not enough rime for what I want to see and recreate.

• Si imetimes I feel somewhat overwhelmed. Perhaps it’sall that serious

looking at derail or the concentration on objects, but I seem to get fatigued

within an hour. 1 wish the food were less expensive or there were resting

places to close my eyes for a while before going on. Bot it really depends on

how much preparation was done ahead of rime. If they know what they’re

looking for or looking at, jr’s much more positive.

• Joyous, amused, enervated.

• \Veleome: nonthreatening place/public domain. You are patronizing the arts.

• They need more knowledge to know what to look for.

• While 1 don’t feel uninformed, I often long for more knowledge and more

time and opportriniry.

• If there’s a guided tour who knows how ro reach children at their level, it

can he very positive.

• Relaxed by the beauty of the art.

• Enthusiastic implies a kind of rrish to see it all. 12gb! \Vhat I love about a

museum is that the pace set is your own. Frankly I never feel the need to

“see everything’’. \Vhar I love is that I can stand in front of a painting for

hours or 5 minutes. In a niuseum it is as if time, relative and historical, holds

its breath as we observe the results.

• Stimrilared by the spiritual, inrelleerrial experience.

• 1 tend to think that most people who go to museums feel comfortable in

them. I think that when people feel uncomfortable aborit museums, they

don’t visir them at ill.

• Awed: impressed by the talent, the viiriety, the beauty.

• Srimrdared: by new ideas or imaginative ways of presenting old ideas.

• Calm, refreshed.

• Crowded in, not space for tour person because of others. Sometimes hurried.

• Pleasantly immersed in a visual environment of beautiful and/or interesting

oh leers.

• I do think rhar people need the proper tools, preparation and explanation to

know how to use the mriseum and whar to look for.

• l-Irimble in the presence of great talent

OTHER WAYSTHAT PEOPLE FEEL IN ARTMUSEUMS OFFERED BY

ARTTEACHERS
• Overwhelmed: large mriseums can over satiate if one feels compelled to “see

it all.’’

• Awed—to he in the presence of the produeis of sri mrieh creative force. Angry—-

at times I have felt this when rhe work is offensive and/or I do nor feel

worthy of the honor of being hung in a museum.

• Confidenr, inspired, controlled (i.1riier, reserved armospherel. Srudenrs have

expressed boredom with the museum doeenr rorirs.

• Inspired (to get back to the studio and wi irk orir a priiblem touve just found

a solrition to. or begin on a new idea von lust concocted...).

• Certainly some feel disconnected, even bored r “alien, usr as some of us

worild feel in a science lab or foorball stadium.
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I have found some tension in visiting museums \vorldwiclc. I have found
guards aloof and intimidating. Locall’. especially in bringing children, I have
tound a more welcoming feeling.

• ()bviouslv this varies from museum to museum. In terms of environment.
aesthetics, security ethic, comfortable seating. 1 find lighting to be very
important. Natural light has a welcoming effect. Depending on exposure to
museums one can feel very lost—intimidated.

• Inspired: to stand in front of an original work of art by an artist that the may
have only heard about or seen a photograph, can mean the difference
between appreciating it and not.

• Sometimes overwhelmed by So much to see—so little time.

• Indluisirive: the feeling of exploration and discover is experienced.

• \luseLims are often in our culture for middle/upper class persons. They are
usually in better pt1s of towns and advertise in better parts of town. The design
of most museums also presupposes a certain education and familiarity with
organization. Also the cost of museums, apart from lack of po ixirnity and
knowledge of what the museum offers, make museum attendance prohibitive
for mans people. Free days are rarely advertised in neighborhoods that should
take advantage of them.

OTHER WAYS THAT PEOPLE FEEL IN ART MUSEUMS OFFERED BY
PRINCIPALS
• Many feel museunis are like churches - 1uiet — sacred places.

• Awed.

• OverwhelnEied: Too much to do/see.

• Overheated: stuffy air.

• Inspired: impressed: in awe of past civilizations, achievements, and artistic
cx p U e S Si ( n S.

• In awe of the richness that lies there.

• Country people with little exposure to museums rend to have provincial
attitLidcs toward art.

OTHER WAYS THAT PEOPLE FEEL IN ART MUSEUMS OFFERED BY
OTHERS
• [nvitecl to a public place where greatness is recognized and celebrated! Its

nice to include greats from the past as a part of one’s circle of friends.

• That they need to do or “cover the whole museum exhibit.

• I have listened to conversations in museums for years. Most people cnov
looking at the work, but dont possess much knowledge beyond the
identiticanon of the artist. The ma irirv of visin rs talk among themselves (as a
twosome or more) about subjects totally unrelated to the content of the
museums—usually about their daily lives. Conversations about the works
typically are anecdotal and humorous references based on pers nal

experiences. “‘cry few express the overt desire to know more about the work.
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HOW POSITIVE DO YOU THINK STUDENTS
FEEL ABOUTTHEIR EXPERIENCES IN ART
MUSEUMS?
Overall, museum and school educators responded very similarly to

the question of how positive students feel about their experiences

in art museums (Figure 2.13) As mentioned before, in creating a

scale from len as the most positive ranking to not dt dli as the

least positive ranking, MLSE researchers considered the positive

rankings to be /‘e’ and qnite, and the less positive rankings to he

someijijat and iiot (it nil. From this perspective, museum and

school respondents were comparably split in their overall rankings

of students’ feelings in art museums. A slightly greater percentage

of school than museuii respondents indicated that students felt

more positively about their experiences in art museums, and a

slightly greater percentage of museum than school respondents

indicated that students felt less positively.

How positive do you think students feel about their
experiences in art museums?

Museum Respondents
t (n=185)

Fdnrc 2. / 3: Hon po.citir (/0 ron think st,tdunts Jit! riho/ their e\perieIice.c in
riP! 11//fir//li/St

T I-I F M U S F N N A LRE

Very

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%

Quite

Somewhat -

Not at

School Respondents
(n=347)
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IN YOUR OPINION, WHAT DO PEOPLE
LEARN IN ART MUSEUMS?

Harvard Project Zero MUSP Questionnaire 4

III. In ‘our opinion, what do people learn in art museums?

Please check ( as many of the following statements as you think accurately answer this
question. You may want to write (and cheeki other statements in the lines provided in #10.
Please be sure to complete the box marked important’ at the bortorn of the page. Thank ivi,.

I__Art history: about the principles and history of an.

2.,............,lnterdisciplinary humanities: about the ways in wlsich history, literature, and art

interrelate and inform one another.

3.__Museurn studies: about what museums are and what museum professionals do.

4.__Nothing: art museums are not about learning.

5.__Aesthetics: about the beauty and tine design of art objects: about taste and value: and/or

about art objects as symbolic constructions.

6.__Self-expression: about the discovery and expression of self and its relation to the

outside world.

7.__Art making: about techniques in tine arts like drawing and painting.

8._Art patronage: about individuals who collect and share art (e.g.. their namert.

9.__,_Social issues past and present: about society’s constant themes and challenges.

10. Other:

Fiçeiire 2. /4: .IU,VE (i/rst/onhiai,r P!gv 4: lrhat do people /erl/71 ill 01/ 1/1/fSclf//JS

IMPORTANT

From the statements you have checked above, please rank the top three answers;

First:

_________

Second:

_______

Third:

_______

Which of the statements (1—10) is most true for you?

How important do von think art museums are to general education?

Very

_______

Quite

_______

Somewhat

_______

Not at all

________

How important do you think art museums should be to general education?

Veiy Quite

_______

Somewhat

______

Not at all

________
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In your opinion, what do people learn in art museums?
Frequency of Selection of Options

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%

-I
——

-

cAll

fl*4_i

1

Museum Respondents School Respondents
(n=185) (n=347)

Iiirnre 2. / 5: In ioiir op/I/ion, what do people learn in art museums? Frequenci
0/ ce/ed/on of options.

SELECTIONS OVERALL
Museum and school respondents were once again predominantly
in agreement as to the subject of what people learn in art museums

(Figure 2.15). The most frequently selected response by both
museum and school respondents was ad/he//cs (about the beauty

and fine design of art obiects: about taste and value; and/or about

art objects as symbolic constructions). For both groups, aesthetics
was the only response to be selected by more than )°4 of the

respondents.

Museum and school respondents were also in agreement with

regard to their least frequent selections: iiothin (art museums are

not about learning) and milseit/Ji stHa’ies (about what museums are

and what other museum professionals do). -1rt patro//ae (about
individuals who collect and share art. e.g., their names) was also

less frequently selected, but more frequently selected by museum

respondents than by school respondents. It is interesting that there

is such agreement that very few individuals learn the two things

that you might expect you could only learn in museums: museum

stuidics and art patri’nuaçe, as they are defined here.

Art History

Interdisciplinary
Humanities

Museum Studies

Nothing

Aesthetics

Self-Expression

Art Making

Art Patronage.

Social lssues

Other
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Surely a trip to an art museum educates visitors as to the notion of
what an aft museum is and introduces visitors to the professionals
that shape the experience (e.g., docents, guards, curators who mount
shows or write catalogues). What label on a work of art does not
tell the visitor the name of the owner or former owner of the work
and the date of its loan or contribution to the museum collection?
Nonetheless, both groups were in agreement that this soft of learning
is not what most people take away from a visit to an art museum.

Intermsofwhatislearned,thegroupsalsoappeartobeinagreement
that after aesthetics, museum-goers learn about social issues, se(f
expressions and interdisc4bliua,y humanities.

RANKED OPTIONS (1,2, OR 3)
School respondents and museum respondents werc in agreement
regarding their top rankings of what people learn in art museums.
Both museum and school respondents most frequently ranked
aesthetics in first place, se(f’e.pressiou in second place, and social
issues in third placc. Nothing, museum studies, and art patronage
were least frequently ranked among the top choices for both groups.

RANKED NUMBER ONE/FOR OTHERS AND FOR SELF
Again, museum respondents (Figure 2.16) more frequently than
school respondents (Figure 2.17) chose different options for the
response most true for themselves and their first place ranking for
other people. Sixty-eight percent of the museum respondents had
different rcsponses for themselves than for others, while 49% of the
school rcspondents chose different responses for themselves than
for others.

MUSEUM RESPONDENTS
Museum respondents’ most frequent first place response for others
(Figure 2.16) was aesthetics (an option they ranked more than twice
as often for others than for themselves) and their most frequent
first place response for themselves was iuterdiscipliuag humanities
(an option ranked infrequently for others). Social issues was
ranked more than twice as frequently for themselves as for others.

SCHOOL RESPONDENTS
Thile school respondents (Figure 2.17) ranked aesthetics in first
place for themselves and for others, they still ranked it more
frequently for others than for themselves. Similarly, while school
respondents often ranked iuterdiscsjiliuary humanities (about the
ways in which history, literature, and art interrelate and inform one
anothcr and seffre.’çpression (about the discovery and expression
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In your opinion, what do people learn in art museums?
Museum Respondents: First Choice tor Others and for Self

Art History

Interdisciplinary
Humanities

Museum Studies

Nothing

Aesthetics

Self-Expression

I-kit iviaiciug

Art Patronage

Social Issues•

Other

Museum Respondents (n=185)

I First Choice First Choice
forOthers forSelf

Fit4nre 2. /6: ll7iat do peop/e /earn in art mnsen,ns? Ainsen in
choice for others and for se/f

Respondents: First

In your opinion, what do people learn in art museums?
School Respondents: First Choice for Others and for Self

Art History

Interdisciplinary
Humanities

Museum Studies

Nothing

Aesthetics

Self-Expression

Art rtr;

Art Patronage

F/tare 2. / 7: Irhat do people learn iii art mas cems? Vci,ool Respondents: First

choice //r others and /r se/f
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I First Choice First Choice
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56



T H F M USE ( II F C T I fl ki M A I R F

: r i i iivi

of self and its relation to tile outside world) as first place for

themselves and for others, they ranked these two options more

frequently for themselves than for others.

WHAT DO PEOPLE LEARN IN ART MUSEUMS? OTHER
OPTIONS OFFERED BY RESPONDENTS
MUSE respondents emphasized throughout their comments that

how people feel or what they learn in art museumS has a Ii it to do

with the quality and amount of prepi1r:1t1n they have for the mUSeum

experience. Overall, two areas were frequently mentioned as opn()ns

for what people learn in art museums that MUSE researchers had

not included in their original list.

1) Leaiwing about c/i/Inn’: “History of societies/cultures. What

were their values? \Vhat was ilTiportant to thenl \\here did they

live? How did that affect their art? What was their religion/belief

system? Its effect on their art? etc.” “Man and Humanity and how

individuals express the humanity of views/visions of humanity.”

“World cultures: about different societies’ cultures.” “Sense of

belonging to a culture.” “Seeing similarities and differences

between our own culture and other cultures.”

2) Ltarn,11g a/mat oiiese/t. “Learn about one’s self: own values,

reactions, associations (and perhaps those of a companion).’’

“Learn about themselves—make connections between artwork

and personal expel-iences.” “To form their own opinions about

things they have not seen or experienced before.” “Enjoying

ourselves in appreciation of works of art.” “Sometimes they learn

about themselves.” “Elements of self that arc seen, discovered,

or recognized in the renderings of others.”

Suggested other options for what people learn in art museums which

are not grouped above are presented below as directly quoted

from respondents:

OTHER OPTIONS OFFERED BY MUSEUM EDUGATORS
l—lopefullv that their ifldividual feelings and opinions matter.

• Context: the relationship between works ot art and the context in which they
were created and the relationship between the variety ot works on one wall

in contrast to OflC aii( tlicr.

• To read visual symbols, to he more aware of their environment—and music

from different museum prognts involving music, film, lectures, symposia.

• \‘aliditv of individual responses to works of art.

• Personal taste: what von respond to or don’t respond to. I think you learn
different things if iii visit on your own than von d if you participate in a
more formal museum education class or experience.

• .\ffective learning; i.e., learning at the emotional level.
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• In general, people learn in museums if thes are provided the opportunity tt

interact with others, given information about works on view, and are offered
ways to experience art as it relates to their own lives.

• Good observation and articulation skills. Learning to respect their own
observations, feelings, etc. and to enjoy sharing them with others, learning
from others and from objects.

• The accessibility of art and museum—going (it really can be for everyone).

• I—low to look and appreciate art on their own regardless of contextual
information—I think this is most important.

• ( )bservation skills. One can’t learn about Art History by simply looking at it.

it needs instruction and explanation. Folks have no idea about what other
museum professionals do... only if they are told can they have appreciation
for how an art museum functions, Art museums can tie all things together
through interpretation. ( )utsiders know little about techniques but appreciate
the finished work.

Visual arts are expressions of the values, fads, and economies of their
historical eras.

• Art students may learn about the formal elements, visual perception. The
latter learned by others also. Learn about cultural traditions as well.

O The mote you look, the more you see: How tc look eatefullv. 2 . Skill in
undetstanding multiple and layered meanings vested in a single object. 3.
Different people see things differently. 4. Relationship betxveen form antI
content. 5. Left on tbeir oxvn, my experience tells me that many visitors, and
perhaps especially novice visitors, find themselves suttounded by powetftil
catalysts for self—examination, remembeting, emotional insight, even decision
making. Insight into aesthetic values (why do I like this and that?), etc.

• Many of the concepts above are what tither mtiseum professionals are aware
iif and think it’s what they’re teaching the public. But they convey these
themes and messages qtute often too subtly for the public to pick up. I
would say that the public learns that for the most patt. they are on their oxvn.

• Thinking skills: making decisions/discernment/symbolic thinking/analysis /ete.

• That they are active participants in the culture—what thes do affects their
understanding and perceptions as well as the way their identities are formed.

• Mankind’s potential for visual self-expression. Appreciation fiat the depth of
the human imagination. What is “learned” is dependent on many variables
from the museum’s side, if the experience includes access to clearly written
labels, reading materials, video, all of which inform what should be an
experience with the art object from the viewer’s side, too many variables to
mention here.

• I think musetims of art should be mote holistic in their approach to texts,
labeling and interpretation and should engage the ptlllie more actively.

• All depends on if and how mtiseums present information to the public.

• People can learn all kinds of things, hut their learning depends on bow
much the museum helps thrc ugh labeling, interpretation and exhibition
design, and how much the individual is willing to put into the experience.

• Factual information—names, styles., dates, etc. as opposed to ideas, concepts.

• Power relatoins: commodity value of art: ideas.
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• The art attracts WASPS (or whites generally, more than others) That someone
knows lots more than they do about art and that it’s hard to get information All
are possible to learn, depending on the museum’s use of informative materials.

OTHER OPTIONS OFFERED BY OTHER MUSEUM PROFESSIONALS
• To appreciate and enjoy art.

* They can learn about individual artists from big one person historic shows.

OTHER OPTIONS OFFERED BY NON-ARTS TEACHERS
• Where the human race came from and the stages involved in getting where

we arc.

• Spending time in a museum isa way of relieving stress and/or a way to
spend Some cluality time with friends or family.

• Perception: about how various people perceive and represent similar subjects.

• The sensual experience of seeing great works is a visceral thing for some

students. History can come alive and connections to the past can be made. Not
all students appreciate this, but for those that do, the experience is thrilling.

• To value the contribLitions of people from other lands and other times; to
appreciate foreign cultures. If small local art museums... were prepared to
do interdisciplinary outreach, 1 would use them more. Access to the great
and diverse collections of large museums is limited For students in small
towns. Were I closer to a large urban area, I would use museums.., much
more, as a core part of interdisciplinary studies.

• At special showings I’ve learned biography—what motivated an artist and
why he (they have all been he’s) is important.

• About possibilities to expression, about shared humanity, about one of the
constants of humanness, human experience through time.

• :\rtist’s Lives: Personalities and talents of individual artists, their style and
subjects of art work.

Appreciation of beautiful works.

They learn “Art” is more than what is idde1 to a room as a finishing touch...
md as they observe both the art, and others like themselves observing art,
there comes a sense f “Art for art’s sake,” i.e., to appreciate something for

its intrinsic values—rather than for what it can “give to me’’ or “add to iT1V

life” in either prestige or decorating potential. Understanding the joy of
created beauty.

• Acceptance (tolerance): of varied forms of expression of the artist’s perceptions
of our world. We learn that people see things very differently and even
though they’re different, they are still beautiful. ‘fhis could help us to change
our world view.

• Art appreciation—tolerance for individual differences.

• L’nfortLinatcly I do not have a solid foundation (education) in the arts.
However, the older I get the more 1 realize how important the arts are to
history and current events. I do have a desire to learn more about art.

• I-low to scrutinize. How to see with understanding.

• I think most people visit museums with a set agenda and something in mind
to look for e.g., a certain mode or technli.iie, particular artist’s wi irks or
c ursc of study. I—low many people really visit an art museum with an open
mind and free will.
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OTHER OPTIONS OFFERED BYARTTEACHERS
• A sense of “real” color, size, scale, detail, texture, etc. of pieces seen only in

print or media. A sense of reality of art work.

• Art can take many forms, shapes and materials, i.e., sculpture, pottery,
painting, furniture, etc.

• That those pictutes in hooks which we sttidy and paint are real and those
people lived and studied art jnst like us. That contemporary artist’s art is ahout
what bothers that artist, more social issues and feelings about social issues.

• (:ollectors ahout what art is important to show and collect.

• Most people learn nothing unless they take a guided tour or come prepared
having already read hooks about certain periods. Most run from room to room
with no idea of what came first, second or third in history—or why? They don’t
relate the art works to periods of history, music, etc.

• Art museums are about experiencing art.

• That viewing art is fulfilling and pleasurable (we forget this until we’re
finally there again).

• A5 a personal point of view museums provide mc the opportunity to study
the objects which result from the process of painting (the search or truth, the

search for definition of our existence) and how we (I) as a painter fit into the
eternal change of mankind.

• I also find I learn about the museum—irs attitudes to art, the public, and
communication, irs philosophy and collection. This is often enlightening and
telling.

• About the museum and affects my future attendance and who I bring to the
m us c u iTi.

• About artists, their styles, who their contemporaries were.

• No one learns is much as we could without some preparation or direction.

OTHER OPTIONS OFFERED BY PRINCIPALS
• About collccricins of (inc artist (i.e., Rockwell Nlriscum). \Vbar particular

museums arc famous for or a special traveling show such as King Tot,
Monet, Audubon.

• Connections between past and present.

• I don’t think the maioriry of visitors learn much of anything.

• Artist’s name, style, period.

• Pleasure, appreciation, awareness of self in relationship to art, museums,
inspiration, stimulation, serenity.

• Perspective on one’s times and the society one lives in.

• Art museums, except in rare incidence, arc designed for people already familiar

with the art displayed. Little teaching occurs and only those who arc motivated

to “learn’’ (e.g., to read a catalogue, crc.) about the art acrriallv learn anything.

PcrsonaHy, I look for a fiworitc painting or scrilprurc that I can relax with.

OTHER OPTIONS OFFERED BY OTHERS
• Value: that for wh:ircxcr reason these objects are considered “good” or “precious.”

• People learn to celebrate diversity. Simply put, there are many, varied and

sometimes rinusual artists who are part of the hriman race. It’s great when

people take rhe ordinary and make the extraordinary!
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• From my research I have found that most art museums not affiliated with the

Gettv Regional Institutes emphasize aesthetic appreciation, art history, and the

interdisciplinary humanities. These museums stress a Lowenfeldian approach.

Getty affiliated museums advocated a balance between art history, art criticism,

aesthetics and studio art.

• LOOK B IJT ID( )N’T T( )UCI-I!

• A museum is a magic window into what was going forward at many different

times and places. ()ne can move from room to room and move into different

sociocultural epochs, different temperaments, different technological

constructions, different “spirits.”

HOW IMPORTANT DO YOU THINK ART
MUSEUMS ARE TO GENERAL EDUCATION?
Again, in creating a scale from leii’ as the most positive ranking to

not at a11 as the least positive ranking, MUSE researchers considered

the positive rankings to he iery and qu/te, and the less positive

rankings to he somen’/jat and not at all. \Vithin these parameters,

school respondents seem more convinced than museum respondents

(Figure 2.18) of the importance of art museums to general education.

More school than museum respondents think art museums are I’d]’

or quite important to general education, and more museum than

school respondents think art museums are only somewhat

important to general education.

How important do you think art museums ARE to
general education?

Somewhat

Not at

3QO/ 40% 50% 60% 70% 80% 90% 100%

Ei,çnie 2. /5’: Ff011’ i//Jporta/lt (/0 JO/f think art museums --l RE to geiieiwi education?

0% 10% 20%

Museum Respondents flSchool Respondents
(n=185) (n=347)
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HOW IMPORTANT DO YOU THINK ART
MUSEUMS SHOULD BE TO GENERAL
E DUATION?
On the question of how Important art museums should be to
general education, there is much more consensus. Nonetheless, a
higher percentage of museum respondents than school respondents
think art museums should he tely important, and a higher

percentage of school respondents than museum respondents think
art museums should he quite important to general education.

Museum respondents also have the greatest spread between the “are”
and the “should he” i’eiy important to t,reneral education, pointing to
their view of art museums as currently not realizing their educational

potential. The smaller spread between the “are” and “should be” i’e,y

important to general education selections of school respondents.
however, may he less attached to a view of art museums as currently

realizing their educational potential than to lower estimations of how

important art museums “should be’ to general education.

H’iir 2. 19: Hon important i/o - Olf ti/uk art museums .VHO (LD BE in e,ue,w/

education?

How important do you think art museums SHOULD BE
to general education?

0% 10%

Veryi

20% 30% 40% 50% 60% 70% 80% 90% 100%

I

Somewhat

NotataW

Museum Respondents
(n=185)

fl School Respondents
(n=347)
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THOSE WHO DO AND DO NOT HAVE A
BAKG ROUND OR CURRENT
INVOLVEMENT IN THE ARTS
One hundred and fortveight MUSE respondents (27/) reported

that they did not have a background or current involvement in the

arts. One hundred and forty of these respondents were from

schools and eight were from museums. As expected, there were

some differences in the responses of those with and without a

background in the arts across the different questions posed.

IN YOUR OPINION, WHY DO PEOPLE VISITARTMUSEUMS?
On the question of why people visit art museums, respondents

with and \vithout a background in the arts agreed on the top three

reasons of education, cultural enrichment, and artistic perception.
Nonetheless, more respondents with a background in the arts (3U)

than without (64b) selected artistic production as’ reason for

visiting art museums. Unlike respondents with a background in the

arts, respondents without a background in the arts never ranked

artistic production as an option that was first place or most true for

themselves. These differences are not surprising. It makes sense

that those who go to art museums for inspiration for their own work

(artistic production) would also he those who had a background

or current involvement in the arts.

HOW IMPORTANT DO YOUTHINK ITIS FOR STUDENTSTO
GROW UPTO BE REGULAR VISITORS OFARTMUSEUMS?
Scventyfive percent of the respondents with and 49u of the

respondents without a background in the arts thought it pert
important for students to grow up to be regular visitors of art

museums. The responses to this question suggest that a background

or current involvement in the arts may predispose individuals to

value more greatly the experience of visiting art museums.

IN YOUR OPINION, HOW DO PEOPLE FEEL IN ART
MUSEUMS?
Regarding how people feel in art museums, respondents with and
without a background in the arts were in agreement on the top

three selected options of enthusiastic, independent, and unin/rmed.
However, twice as many respondents with (44o1) as without (22)

a background in the arts selected unwelcome as an option.

fl J F c_i.
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HOW POSITIVE DO YOU THINK STUDENTS FEEL
ABOUT THEIR EXPERIENCES IN ART MUSEUMS?
Both respondents with and without art backgrounds were in
agreement that most students feel quite or somewhat positive about

their experience in art museums, more respondents with (1 8V)

than without (9h) a background in the arts thought students feel
len; positive about their experiences in art museums and more
respondents without a background in the arts (47/o) than with
(38) thought students feel only somewhat positive about their
experience in art museums.

IN YOUR OPINION, WHAT DO PEOPLE LEARN IN ART
MUSEUMS?
Respondents with a background in the arts somewhat more frequently

(about lOb) than those without selected the options of art history,
museum studies, art ma/riig, and art patroiuae. As these selections
do seem more directly connected with arts activities and arts

professions, it is not surprising that they were more frequently
selected by individuals with more familiarity with the arts. When it
came to first place selections for self and for others, the two groups

were in agreement in most frequently selecting aesthetics as the

first choice for most people as well as for themselves.

HOW IMPORTANT DO YOU THINK ART MUSEUMS ARE TO
GENERAL EDUCATION? HOW IMPORTANT DO YOU THINK
ART MUSEUMS SHOULD BE TO GENERAL EDUCATION?
i\[ore respondents with a background in the arts (35b) than without

(24’) report that they think art museums are ieiy important to

general education. And more respondents with a background in
the arts (4h- than without (57(V0) think art museums should be ie’

important to general education Again, a predisposition to value

the experience of art museums does appear to he related to a

background or current involvement in the arts.
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THOSE WHO DO AND DO NOT GO TO
ART MUSEUMS IN THEIR FREE TIME
Another one of our questions Coming into this study was whether

educators’ own habits of visiting art museums (e.g., not going at all

in their free time or going frequently) might have an effect on their

views of the museum experience or even on the inclination to take

students to the museum. As has been mentioned earlier, 91tY0 of

MUSE respondents report that they do go to art museums in their

free time and only Si report that they do not. There were a few

notable differences in the responses of the 41 respondents \VhO

report that they do not visit art museums in their free time.

IN YOUR OPINION, WHY DO PEOPLE VISITART MUSEUMS?
Respondents who do not go to art museums in their free time chose

the same options as those who go frequently (6+ times per ‘ear):

ed/i cation, cu/tn ml en i/c/uncut, and artistic pcn-tption. A difference

was seen in those who do not go to art museums’ selections for most

true for self—.qdritiia/i/i’ was more often ranked truest for self in this

group (2U) than in any other subset of respondents.

HOW IMPORTANT DO YOU THINK IT IS FOR STUDENTSTO
GROW UPTO BE REGULAR VISITORS OF ART MUSEUMS?
Respondents who do not go to art museums in their free time and

those who go most frequently (6+ times per vear had very different

responses. About a third of the respondents who do not go to art

museums in their free time (32’b) indicated that it is it?]’ important

for students to grow up to be regular visitors of art museums, while

83b, of the respondents who go most frequently think it is /t?]’

imp rtant for students to grow up to he regular visitors of art

museums. Clearly, adults for whom frequent museum attendance is

a part of their lives value the experience and think it i’ei’ important

for students to grow up to be regular visitors of art museums.

IN YOUR OPINION, HOW DO PEOPLE FEEL IN ART
MUSEUMS?
Those respondents who do not visit art museums in their free time

report that while others feel o’nt/jusiastic (number one ranking for

most people) at art museums, they themselves most frequently feel
iiiiiii/orincd. Only S’u of this group reported that they think others

most often feel iinin/r’ned at art museums. In contrast, the number

one response as truest for self for rap’ frequent art museum-goers
(6+ times per year) was indipendont (37h), and only 1 of the

most frequent art museum—goers ranked unin/rmcd as truest for

__j___ 1 T
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themselves. Enthusiastic was the top first place option for why
others go to art museums for both respondents who do not go to
art museums in their free time and those who go most frequently.

It is important to mention that unin/rmed is not necessarily a

negatively charged feeling. In light of other positive options noted

iw the group of respondents who do not go to art museums in their
free time, one can imagine the feeling of not knowing as a positive
disposition to be addressed enthusiastically in the setting of the art
museum. The overall positive tone of those respondents who do
not themselves attend art museums in their free time supports this
5 u pp os it i C) n.

HOW POSITIVE DO YOU THINK STUDENTS FEEL
ABOUT THEIR EXPERIENCES IN ART MUSEUMS?
Of the respondents who do not go to art museums in their free

time, only 2’o think students feel i’ei’ positively about their
experience. In contrast, 17¼ of the most frequent museurn-goers
think students feel iery positively about the experience. ( )ne

wonders whether regular museum-goers project their positive

associations or perhaps contribute actively to the more positive

experience they perceive their students having.

IN YOUR OPINION, WHAT DO PEOPLE LEARN IN ART
MUSEUMS?
In general, respondents who do and do not go to art museums in

their free time are in agreement as to their top two responses for

most people and for themselves: acst/jetics and iutcrdiscub/iuarj

ii in a 1? / ti e S.

HOW IMPORTANT DO YOU THINK ART MUSEUMS ARE TO
GENERAL EDUCATION? HOW IMPORTANT DO YOU THINK
ART MUSEUMS SHOULD BETO GENERAL EDUCATION?
Twice the percentage of frequent visitors (34¼) as non—visitors (17¼)

reported that art museums arc ie important to general education.

On the issue of how important art museums should he to general

cdLlcation, both groups agreed that art museums should he /‘o or

q/litc important (95¼ for non—visitors; 99¼ for frequent visitors).

But within that upper ranking there was a difference: almost all

(91 0/a) of the frequent museum—goers think art museums should be

,e,i’ important to general education while about half (49¼) of the

non-muscum-goers think art museums should be ,e,i’ important to

general education.
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SUMMARY OVERVIEW OF THE RESULTS

RETURN TO THE ORIGINAL RESEARCH
QUESTIONS UNDERLYING THE
QUESTIONNAIRE STUDY
As mentioned at the start of this chapter, there were three overarching
research questions which we hoped to inform through the

cluestionnaire results.

1) Do art museum and school educators have different assumptions
about the museum experience and/or different expectations for
students’ visiting art museums?

2) Does a background in the arts predispose educators to value art
museums and the educational opportunities they can provide?

3) Arc educators who do not on their own attend art museums more
or less inclined to seek out that experience for their students?

These issues have been more thoroughly addressed throughout the
reports of questionnaire results. The findings are summarized here
with brief overviews in terms of each of these questions.

DO ARTMUSEUM AND ScHOOL EDUATORS
HAVE DIFFERENT ASSUMPTIONS ABOUTTHE
MUSEUM EXPERIENGE AND/OR DIFFERENT
EXPECATIONS FOR STUDENTS’ VISITING ART
MUSEUMS?

IMPRESSIONS OVERALL AND PERSONAL EXPERIENCE
The questionnaire results present a picture of museum and school
respondents as predominantly in agreement on the issues of \vhv
people visit art museums (for cultural ear/clime/it, education, and
artistic percept/Un) and what they do (aesthetics) and do not
(museum stu c/icr and art patrontge) learn th crc.

On the question of how people feel in art museums, museum
respondents seemed to take a more negative view of how people
(with most people understood) feel in art museums than did school
respondents. While school respondents thought most people felt
positively (enthusiastic and ne/come), museum respondents
thought most people felt less positively in art museums (sd/-conscious
and unth,thrmed. More than twice as many school as museum
respondents ranked lie/come in first place for most people and for
t h e m s civ e s.
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While museum and school respondents had different overall
impressions of how most people feel in art museums (negative and
positive) both groups reported having primarily positive feelings
themselves (enthusiastic, empowered, and independent.

On the issue of what people learn in art museums, it seemed
surprising that neither group ranked museum studies or art
patronage, two topics that would seem exclusively the province of
art museums. What better place to learn “about what museums arc
and what other museum professionals do” or “about individuals
who collect and share art, e.g., their names.” The museum
embodies the former, and the latter seems always to be included in
signage in art museums.

PERSPECTIVES IN TERMS OF EDUCATION
Not surprisingly, more museum respondents than school respondents
thought it was tety important for students to grow up to be regular
visitors of art museums; and overall, a slightly greater percentage
of school respondents indicated that students felt positively about
their experiences in art museums.

With regard to the question of how important art museums are and
how important they should be to general education, a higher
percentage of museum respondents think art museums should he

,‘err important. and a higher percentage of school respondents
think art museums should be quite important to general education.

DOES A BACKGROUND IN THE ARTS
PREDISPOSE EDUGATORS TO VALUE ART
MUSEUMS AND THE EDUCATIONAL
OPPORTUNITIESTHEYAN PROVIDE?
Among the MUSE respondents, as might he expected, art teachers

and museum respondents most frequently reported having a
background in the arts, and non-arts teachers and principals more

frequently did not.

Although the questionnaire results do not reveal great differences,

they do support the hypothesis that individuals with a background

in the arts seem somewhat more likely to value the art museum

experience and its role in education, and more positively

predisposed to frequently taking their students to art museums.
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IMPRESSIONS OVERALL AND PERSONAL EXPERIENCE
The differences in responses found among respondents who do
not have a background in the arts, though slight, centered on
activities that would he valued and sought out by individuals who
are themselves art makers. Accordingly, more respondents with a
background in the arts selected artistic production as a reason for

visiting art museums. More respondents with a background in the
arts selected art history, art making, and art patronage (areas that

would be of interest to practicing artists) as options for what

people learn in art museums.

hen it comes to how people feel in art museums, respondents
with and without a background in the arts had similar selections
and rankings of choices, with more respondents \VithOut a

background in the arts selecting unwelcome as a feeling that
people experienced in art museums.

PERSPECTIVES IN TERMS OF EDUCATION
More respondents with a background in the arts thought students
feel i’et’ positive about their experiences in art museums. More
respondents without a background in the arts thought students feel

only somewhat positive about their experience in art museums.

Similarly, more respondents with than without a background in the
arts think art museums are i’eiy important to general education and
should be z’eiy important to general education.

ASSOCIATION WITH TAKING STUDENTS TO ART MUSEUMS
About three-quarters of the school respondents who have a
background or current involvement in the arts reported taking their
students to art museums, while only half of the teachers who do
not have a background in the arts reported taking their students to
art museums. Furthermore, teachers with a background in the arts
take their students to art museums more frequently than do those
without. No educators without a background in the arts take their
students to art museums 6+ times a year, while 5% of the educators
with art backgrounds do.
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ARE EDUCATORS WHO DO NOTTHEMSELVES
ATENDARTMUSEUMS MORE OR LESS
INGLINEDTO SEEK OUTTHAT EXPERIENcE
FOR THEIR STUDENTS?
We found that respondents who frequently go to art museums in
their free time (6+ times per year) definitely take their students to
art museums more often than those who do not go to art museums

in their free time. Less than half (45%) of the respondents who do

not to to art museums in their free time, but the majority (89%) of
the most frequent museum visitors repcrted taking their students to

art museums. Those who do go to art museums in their free time
also reported taking their students to art museums more frequently
than did respondents who do not go to art museums in their free time.

IMPRESSIONS OVERALL AND PERSONAL EXPERIENCE
Respondents who do and do not go to art museums in their free
time responded similarly to the three basic questions. Interestingly,
among the respondents who do not go to art museums in their free
time, the option of .pir!t/1a/i/y was ranked most true for self as a
reason to visit more often than in any other subset of the data. One
wonders if the reverence associated with the idea that visiting art
museums is a spiritual experience results from the infrequency of
attendance and/or works to keep this group from attending

casually and more often.

PERSPECTIVES IN TERMS OF EDUCATION
The majority of frequent (6+ times per year) visitors to art museums
thought that it was iei’ important for students to grow up to be
regular visitors to art museums while those who do not go in their
free time primarily thought it was quite important.

On the issue of students’ overall perceptions of the art museum
experience, more frequent visitors perceived their students as having

positive experiences than did non-visitors, and more frequent visitors

perceived art museums as ,‘e,i important to general education, both

in the present and in the possibility inherent in “how important should

art museums be to general education.”

70



()verall, the similarities outweighed the differences in the estimations
and expectations of museum and school educators in the Project
MUSE study. Against a backdrop of slightly differing priorities and
impressions. the similarities in perspectives resound. The broad brush
strokes of Project MUSE’s preliminary questionnaire highlight a shared
enthusiasm for an experience which those students lucky enough to
go to art museums currently enjoy no more than once a year.

With auspicious findings, the ground seemed well prepared for the
cultivation of learning tools and approaches that would meet the
expectations and needs of educators in both art museums and
schools, and hopefully engender more frequent art rriuseum
opportunities for students of all ages.

IN CLOSING
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CAME
After MUSE participants responded to the questionnaire study, they
received a mailing containing the first draft learning tool: The
Generic Ganie julv 1994). The Generic Game was presented as a
draft tool which we hoped to develop either on its own or as apart

of some larger construct that would come out of our work with
collaborators. Whatever the outcome, we expected that the game—an
inquiry—based learning tool that does not depend on the knowledge of

any factual information—would serve as an apt vehicle for exploring
with our collaborators the issues of process (learner) vs. product
(information) based curricula.

The Generic Game mailing contained three booklets:

I ) a booklet that introduced the game, briefly desci-ihed Its origins,

and suggested ideas for ways it might he used;

2) a booklet that contained the actual game questions; and

3) a response booklet of questions eliciting p:lrticipants’ reactions
to and suggestions for development of the draft learning tool.

Ninety-nine MUSE participants returned the CCSOfl5 booklet: 53
museum respondents, 43 school respondents. and 3 “other
respondents. Participants reviewed The Generic Game as it was
introduced in booklets 1 and 2 and responded to the general
review questions. Additionally, some respondents tried out the
game with students in schools or in art museums and responded to

both the general review questions as well as those that referred to
their trial uses.

Although we continue to hear of other educators who have
subsequently had time to use the game in various settings Qncluding
teacher and/or docent training workshops), the following figures
represent the breakdown of museum and school educators who
had responded at the time of this report. Of the 53 museum

respondents, 25 (4) reviewed and commented upon Th Generic
Game, and 28 (53) tried it out with students and shared their
reactions. Of the 43 school respondents, 26 (6()°) reviewed and
commented upon The Gm ru Game, and 17 (4U’) tried it out

with students and shared their reactions.

In this chapter, we introduce the game and discuss its early
development and prior uses. Then we present the actual ame
questions which participants critiqued and pilot tested. Finally we
present an overview of the different evaluative responses of

INTRODUCTION TO THE GENERIC
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museum and school respondents, including descriptions of the
\vavs in which MUSE participants have put the game to use in their

own educational settings.

Beyond their usefulness to the project’s development of learning

tools, MUSE participants’ comments are filled with understanding

and insight about the process of looking at and learning from art.
Throughout this document, we include direct quotations of
respondents’ comments and we hope our readers will enjoy and

learn as much from these contributions as we have.

THE GENERIC CAME: WHAT IS IT?
T/n Generic Game isa set of questions that any viewers of art can

ask themselves in the consideration of any work of art. There is no

need for game players to have arts backgrounds. Experienced arts

viewers can play the game as easily as novices, and novices can

play as easily with experts as with other novices, etc. The game is

not designed for specific art forms (-)r particular works of art.

Nonetheless, it can he used as well \virh selected media, works of

art, or other educational themes. Its usefulness across exhibits,

works, media, players, and learning settings is why it was

originally named generic.”

Over the last five years, the game has been piloted in a number (if

situations and revised responsively with input from various

researchers, individual collaborators, and from the numerous MUSE

participants who have considered and tried The Generic Game in a

number of different settings. The many contributors to the game’s

development have infused it with technical and practical knowledge,

increased our vision of its range of applicability, and convinced us

that the word “generic” is a controversial descriptor for universality.

The game was introduced as a working draft in Project MUSE

because it seemed to embody the project’s interest in exploring

educational approaches that would focus on the /earner as

opposed to the .cjibiect being learned. It also embodied the features

(if learning tools and approaches that seemed most likely to

facilitate that perspective:

1) Iiiqnir: the posing of open-ended questionsquestions that do

not have right or \vrong answers;

2) —iccess: accommodating the range of differences that exist

among learners; arid

3) Re//ed//un: providing a structure through which students can

think about their own thinking.
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ORIGINS OF THE GENERIC CAME

Th Generic Game was first developed in 1999 (Davis, 1 993b;

1993c). \\‘orking on a project that compared the responses of

frequent and infrequent museum-goers (Mann, 1993), Davis was

struck by the similarity between the responses of veteran viewers

of art and novices. Developmental studies of aesthetic response

corroborated the view that the most advanced viewers of art

transcended the art historical knowledge they had gained along

with their expertise. Experts xvent to the museum to encounter

particular works of art in a most simple way: as if to reconnect with

“old friends’’ and disc( ver new insights about themselves. If simplicity

in response to art was the most advanced condition, why should

novice viewers feel inadequate because of their untutored reactions?

The similarities in aesthetic performances between novices (e.g.,

voLing children) and experts (e.g., professional artists) has long

been of interest to Harvard Project Zero researchers (Davis, 1991,

1993d; Gardner, 1989; Gardner & \Gnner, 1982). Early Project Zero

studies into the deveh)pment of aesthetic response suggest that

individuals’ development in aesthetic response to works of art

continues even as their ability to produce expressive drawings

declines (see Davis & Gardner, 1992, 1993a).

In designing the game, the challenge was to develop a vehicle for

looking and thinking that would scaffold viewers of art in the museum

setting and help them discover that making meaning Out of art is an

experience that anyone can enjoy. The language of the questions was

designed to he accessible to the youngest viewers of art and at the

same time not too simplistic for expert viewers.

The original construction of the game was informed by early Project

Zero research as well as more recent research in stage-like

development of aesthetic response done by Abigail Housen (1983)

and Michael Parsons (1987). The game’s development was also

informed by pedagogical approaches that envision the learner as

actively engaged in the construction of individual understanding

rather than passively receiving pre-prescribed information or

knowledge (see Duekvorth, T—44u; see also Duckworth, 1987).

STAGE-LIKE DEVELOPMENT OF AESTHETIC

RESPONSE
In separate studies, Housen and Parsons demonstrated that,

depending on age and experience, individuals seem to respond to

works of art in five fairly predictable sequential stages that develop

hierarchically from very simple sensory responses to complex

•1
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constructions of informed personal understanding (Housen, 1983;
Parsons, 1987). Behavior at these various stages may be
characterized briefly as follows (Davis 1993b, 1993c; Mann, 1993):

STAGE ONE
\Tie\vers respond to properties of the work of art such as color,
texture and line the subject of the painting may trigger personal
as s o cia ti 0 n S.

STAGE TWO
Viewers seem to consider what is actually going on in the work of
art and base jLldgrnents of worth on how beautiful or realistic the
artist’s portrayal may he.

STAGE THREE
Tiewers use a knowledge of historic stylistic “schools’ of art etc. to

contextualize the work of art; they now often seem to consider the
purpose of art to be the expression and stimulation of em( )tion.

STAGE FOUR
Viewers apply their personal perspectives to the interpretation of
symbolism which they discover in the work of art.

STAGE FIVE
Viewers playfully encounter the work of art and skillfully interrelate
with it as a means for deliberate self-reinterpretation: i.e., the
viewer not only reconstructs the meaning of the work, but also
judges through his or her own experience and personal values the
worth of that meaning.

In the construction of the game. the bye stages were reconceptualized
from a vertical developmental structure in which different individuals
are thought to be ready to access particular levels of understanding,
but not othet-s. Instead, the stages were envisioned as horizontally
layered, equally accessible points of entry into the experience of a
work of art (Figure 3.1). Envisioning stage one as the outer most
layer and stage five as closest to the core, the stages were regarded
as steps along the way in a journey in which the data gathered in
“stage-one-like” perceptions (e.g., color and subject) serve to
inform the understandings of “stage-four-like” considerations
(e.g.. symbolism).
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L’iure 3. I: Co//ripsiiii the ladder o/ tilt stae a/i/tioaIi i/ito stps or tiitrT
/oilitc o/ a Jo//P/itt iJtJotiricii.

PEDAGOGICAL UNDERPINNINGS
The structuring of the game also incorp( >rated the technujL1es of
inquiry processes of learning through which ideas and perceptions
build one upon the other—all elicited through open—ended qLlestions

that both rely on what the learner already knows and eneoLirage
the learner to independently develop that knowledge. In a classroom
activity well known to students of Professor Eleanor Duckworth,
students rake turns commenting out loud on the details of what
they see in an art ptint with all students seeing more than they
would have seen on their own because of what they have heard
from each other’s observation.

This activity was stimulated by Duckworth’s own reservatu ms about
viewing art and the encouragement of a friend \vho suggested she
dig into a painting with her skills of scientitic observation.

5

79



- -

- I i A-.. — —

I NTRODUTIOH

_______________

Synthesizing Duckworth’s notion of a group engaging in .ccieiitifii

observation of art with Housen and Parsons’ stage view of gaining

aestbetic understanding, the game was conceived as a structure
that would guide viewers of art in their own personal discovery of
meaning through art (Davis, 1993b, 1993c). By taking turns
responding out loud to the game questions, viewers have the
opportunity to build on their own and others’ responses and to be
scaffolded in their exploration.

Instead of anticipating that viewers would give “predictable” stage—
like responses to the various questions, the game offers viewers
the chance to he inspired by or to ignore properties of art noted at
the various stages. Certainly the opportunity of performing above
an expected stage would be increased if, for example, a novice
museurn-goer was playing the game with a more expert museum
goer. But even if a novice player were playing the game on his or
her own, the game’s introduction of “higher” stage concepts within
the context of active self-initiated learning was seen asa possible
antecedent to individual variation and growth.

THE GENERIC CAME
The game begins with the question, “Do you like this work of art?
\Vhv or why not?” This question was originally selected as a starting
point because of the assumption that although many individuals
feel uncomfortable viewing art because they do not have art
historical backgrounds, most people attest to having some comfort
with deciding what they like: “I may not know much about art, hut
I do know what I like.” The thought was that this opening question
would start respondents off with a level of comfort that would
encourage them to continue playing.

As previously introduced, what follows are a series of simple questions
that are structured loosely around selected aspects distinguishing each
identified hierarchical stage of aesthetic development. Specifically,

you will note that the earl’ questions contain aspects of stages OflC

and two, like color, subject, action, and personal associations. Latter
cuestions evoke higher stage considerations like issues of realism and

how individual works relate to other works of art, or expression and

the construction of ideas through art.

The questions build on one another and observations/understandings

accrued in earlier questions become resources for responses to

later questions. Viewers were envisioned as moving from question
one to ten as if they were peeling the layers of skin off an Oflion,

entering ever deeper into the work of art.

80



L

M (11

The questions were onginallv printed on a spiral hound set >f cards
(Figure 3.2) that museum-goers could carry around the art museum
and use with whatever work of art they select. Our thought was
that the freedom of choice would be empowering. It seemed
possible that museum tours that direct viewers to specitic \VOrkS (if

art subtly suggest to novice museum—goers that there are particular
works of art more worthy of consideratu >n than others, and that
someone else knows which works these are. The game states from
the beginning that viewers are in charge of their own learning.

___uv flV\ (?V (lVi fl1

1-i,ire 3...?: (}iitioii Qii- in the- (),n.inaI Formi/ o/The Generic Game

A NOTE ON FORMAT
1-or purposes of consistency, all MUSE mailings were formatted in
booklets. Accordingly, The Geuer!c Gnme was distributed in
booklet form (Figure 3.3).

Interestingly, in response to this format, many i\ILSE participants
thought that responses to game questions were meant to be written
in on each page. \\hile we had never considered this optu n, a
number of MUSE educators seemed to think a writing component
worked quite well. ( )thers pointed out the limitations of writing in

n n I r

ONE

Look csrefully st the work of srt in front of you. Whait
colors do you see in it? Thke turns listing the specific
colors thst you see (for exsrnple: “I see red.” “I see
purple.”).

When you’ve run out of colors, move on to question two.
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the art museum and the fact that that format favored students vith
strong \vritin skills. As \VC bad never experimented with the game
in any other structure than oral question and response. we found

this variation intriguing.

On the following pages (Figure 3.4) are the questions as they were
shared with MUSE participants. Please see Appendix B for the
Spanish version of Tin Grmric (d/m’, primarily developed by our
collaborators at Museo Nacional de Arte de la Ciudad de Mexico.

Inn/ic 3.3: O//rSt/on iii iii the ho/Win! ü/ Ih( (;eneiic Came sent to \ILSE
J) a it / i ip a n/s

ONE

Look carefully at the work of art in front of you. What

colors do you see in it? Take turns listing the specific

colors that you see (for example: “I see red.” “I see

purple.”).

When you’ve run out of co/ore, move on Do cuestion two.
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Fiiiirr 3.4: Th (enerjc (3ame (if/rt/Oi’s

D P i i t T

THE GENERIC GAME
Project MUSE (Museums Uniting with Schools in Education)

is grateful for support from the i5auman Foundation.

Here is a museum game you can pLay alone, with someone else,
or with a group of people. Depending on how you play, you can
ask the questions to yourself or take turns answering the
cuestioris.

Eegin by choosing a work of art; anywhere ri the museum—it’s
your choice. Flease try not to read anything about the work
before you play the game.

You will fins that the game etuestions invite different responses
according to the work of art; you select and depending on
whether you play alone or with others. You can use the game
again and again with many different works of art; and in many
different situations.
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PRE-GAME QUESTION

Po you like this work of art? Why or why riot?

There are ten game guesvions and one po5V-gme guestion.

F!nrc 3.4: The Generic Game (Jnestioiis

PLEASE NOTE

You 1on’t need an art L2ackgrour1l or any specific information to

play this game.

There are no right or wrong answers to this game’s cuestions.

ONE

Look carefully at the work of art in front of you. What colors do

you see in it? Take tUrns listing the specific colors that you see

(for example: “I see reeL” “I see purple.”).

When you’ve run out of colors, move on to cuestion two.

84



THREE
VVhat is going on in this work of art? Take turns mentioning
whatever you see happening, no matter how small.

When you can’t find anything more, move on to guestion four

l,nre 3.4: The Generic Game (}iiistioiis

PRO JJC1J

TWO
What do you see in the work of art in front of you? lake turns
listing the oLects that you see (for example: l see an apple.”

see a triangle.”).

When you’ve run out of objects, go on to cuestion three.

FOUR
Poes anything you have noticed in this work of art so far (for
example: colors, objects, or events) remind you of something in
your own life? lake turns answering.

When you run out of responses, move on to guesvion five.
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FIVE

Is this work of art true to life? How real has the artist made
things look?

Please rememL’er that there are no nht or vvrong answers in this game.

SIX

What ideas anti/or emotions do you think this work of art
expresses?

As soon as you are ready, move on to guestion seven.

SEVEN

Do you have a sense of how the artist might have felt when he

or she made this work of art? Does it make you feel one way or

another?

Whenever you are ready, move on to guestion eight.

F/tiirc 3.4: The Gercr Game Onestiuns
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TEN
Think tack on your previous otservations. What have you
c1iscovere from looking at this work of art? Have you learned
anything atout yourself or others?

Please go on to the post-game guestion.

1inrr 3.4: The Generie (;ame (}/ftst,o//s

iTHICENERLCAMLQUESTLONL___

EIGHT
Yake a look at the other works of art displayed around this one.
Po they look alike? What is similar al2out the way they look (for
example: ok’jects, events, feelings, or the way they are made)?
What is different?

Please move on Do cuestion nine.

NINE
What would you have called this work of art if you had made it
yourself? Poes the title of the work,if there is one, make sense
to you?

As soon as you’re ready, move on to guesvion Den.
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POST-GAME QUESTION

Do you like this work of rI? Why or why not?

You riiy notice that this is the ssmec1uestiori that you were

ske L’efore you pIyecl the game. Hs your resction to the
work chngecl? Do you like it more or less than you did in the
heginning? Why?

PLEASE NOTE
These ten questions cn slI be snsweretl from your own

observstions. flsying this gsme nisy hsve made you think of

questions of your own. Lsbels, woll text, sncl people in the
museum csn provide sdclitionsl informstion about this work of

sot.. Other resources msy exist in the museum to sddress the

questions you hsve thought of during this gsme.
flesse feel free to explore your own questions.

Fiiin 3.4: The Generic Game (Jiiestions
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EVALUATIVE QUESTIONS POSED TO
MUSE RESPONDENTS
MUSE respondents were asked whether they knew (if other learning
tools like The Generic Game, what other discoveries they thought
the game might uncover, what their thoughts were about calling it
a game and calling it generic, and what other situations there were
in which they thought playing The c;oieric Gaijie might be a useful
exercise. Next, general review questions (suggestions, strengths,
weaknesses) were posed to those participants who had just reviewed
the game as it was presented, and also to those who had actually
tried it out in their educational settings. Throughout their responses,
participants offered comments on specific game questions which
are represented in the following discussions.

PRE- AND POST-GAME QUESTION
Do jo/i /iX I/i is n’o,k of art? lIZ/i1 or n’hj’ hot?

The return to the same question at the end of the game ultimately
served the purpose of allowing respondents to consider what they
had learned about their own thinking throughout the playing of the
game. Certainly the question of what one has learned is addressed
directly in question ten. Nonetheless, a return to the pre—game
question offers respondents the chance to consider how differently
they might answer that qt1estin after playing the game.

In numerous trials of The Generic Game with individuals and
combinations of players of different ages backgrounds, we
found that respondents often offered more complex reasons for
why they did or did not like the work of art to the post— than to the
pre-game question. For example, on Inst consideration a hypothetical
respondent might say of a dark landscape of a mill, “1 don’t like it
because it’s a mill and it’s ugly.’’

After playing the game with the same painting, the respondent
might return to the question and explain, “I still don’t like it and I
still think it is ugly, but I also dont like it because it is such an
unhappy painting—so filled with dark colors, and without any
light. It’s a painting of a mill and we have mills in my town—I hate
mills. They remind me of what I don’t like about where I live. The
painting is well done, I guess. I agree with what the artist thinks (if
the subjeet—with having a mill represent unhappiness. But I still
don’t like it.’’

PARTICIPANT RESPONSES
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Less frequently, rcspondents changed their minds about their feelings

about the art from liking to not liking or from not liking to liking. The

pre- and post—game question was also imtiallv thought to be a good

resource for researchers—a way of learning what changes, if any,

transpired for the learner in the course of the game. Initially, we had

thought there might even be what could be called discrete stage shifts.

For example, a respondent might begin the game by reporting to like

the painting because of its color (stage one) but, after the game, report

liking the painting because of the emotion it embodied (stage three).

In our preliminary review of transcripts of numerous players, we

rat-ely saw responses (to any question) that were clearly representative

of just one stage or another. And, instead of seeing discrete stage

shifts” in the increased complexity observed in the pre- and post—

game responses, we saw increases in the number of stage aspects

represented. lior example. in the earlier hypothetical responses to

the painting of the mill, the viewer’s response to the pre—game

question bears aspects of stage one and two, hut the response to

the post-game question bears aspects of all five stages.

PROBLEMS WITH PRE- AND POST-GAME QUESTION

In numerous trials of The Generic Gajije, our expectation was

realized, i.e.. respondents were not afraid to answer the pre-game

question. and it seemed to set the tone f-ir “easy” answerable

questions. But there were drawbacks as well. Asking players whether

they liked the work of art occasionally seemed to suggest to

resp )ndents that they were meant to like the work of art (even if they

didn’t) or that they were expected only to choose art objects that they

liked with which to play the game. This was unfortunate because it

eliminated the possibility of disc( )vermg that even a work of art that

they didn’t like could engage them for a substantial amount of time.

MUSE RESPONDENTS COMMENTS ON THE PRE- AND

POST-GAME QUESTION
)f the few respondents who commented specifically on the pre

and post—game question. the majority thought it was “excellent,”

and some even saw it as the most positive feature of the game. But

one respondent suggested that asking “the visitor whether or not

he or she finds a work interesting would be more fruitful than

asking whether or not the visitor likes it.” Another anticipated that

viewers were being “set up” to select works they liked and suggested

instead that we just ask the viewer to choose a work and then ask,

‘‘\\hv did you choose this \vork’ One respondent pointed out, “It’s

nor about liking.’’
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MUSE RESPONDENTS’ COMMENTS ON
OTHER QUESTIONS

QUESTION ONE
Iook carr//f l/j’ at the work o/ art in /10/it 0/ jO/i. ltliat colors (/0 JO/i see in
it? Take turns listini the spec//ic colors that jon see (/iir rxamp/e: I see red.

I see pniple. “).

In numerous trials of playing The Generic Gnme, we found that
participants responded t() qiaestion one—the color question—just

as they had to the pre—game question. That is, they were eflC( )uraged
to move on because the question seemed So easy, in this way,
question one seemed to set the tone fcr the rest of the game. From
the very start, participants coLild see that by taking turns listing
colors, they discovered many more colors than the’ had originally
noticed or would have noticed on their own. Indeed, responding
to question one often takes a very long time which seems to surprise
participants who had thought it was just a “listing” question (one
respondent suggested with “right or wrong answers”) through
which th cv would race.

While several respondents who reviewed but did not try out the
game e( mmcnted that it was “simplistic” or “monotonous’ to list
colors, we noted that those who had actually played the game were
more receptive to the activity. Nonetheless, one museLirn respondent
suggested that the question could be changed to, “What do you
notice first? Color? Shapes? Lines or texture?” Another told us,
“Sometimes I like to asic visitors tirst to identify colors in a work of
art and then to consider how the work might he changed if the
colors were changed. It gets the viewer to consider how important
color is for feeling and mood.” Both these respondent suggestions
were among the many incorporated into later MUSE tools.

QUESTION FIVE
Is this work 0/ art true to I//i? Hon real has I/o’ rut/st made things look?

Question tive—the “true to life” question—troubled a fe\v
respondents. The question, which incorporated the “stage—two—
like” value judgment of realism was phrased as it was in order to
allow for use of the game with nonrealistic art. In spite of the open
phrasing (“true to life’’ vs. “realistic”), a few respondents thought it
indicated that the game “favored realism.” One respondent suggested
that the question should be rephrased as, “How is this work of art
true tc life?” and that it follow the question, “How real has the artist
made things look?’’ While this question seemed to puzzle and
provoke some respondents, were impressed by the range of

PROJ CT
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responses elicited in an exploration of what the term “true to life”
actually meant—an exploration which certainly went beyond the
limits of photographic reality.

QUESTIONS SIX AND SEVEN
IVhat ideas and/or el/lotions do you f/i/ak f/i/s work of art e..jresses?

Do you hare a se/use of hon the artist nnht hau’e kit n’hen he or she made
this work of art? Does it make Jon ke/ one nay or aunt/icr?

If you read questions six and seven, the “emotion” questions,
carefully, you will note that neither question asks the viewer, “How
does this work of art make you feel?” In the cognitive approach to
art making and perceiving embraced at Project Zero, the expression of
emotion is considered an accomplishment of thought. The artist,
intending to express a particular emotion, deliberately exploits the
properties of line and form to embody that emotion in the work. A
painting is metaphorically speaking, for example, sad: a sad painting.
But a painting cannot literally be sad. In achieving this cognitive
accomplishment, the artist has consciously, thoughtfully, imbued
the canvas with visible properties of sorrow.

It is no more necessary for the artist to be sad in order to shape a
\vork with the properties of sadness than it is for a viewer to be
made sad by a sad work of art. The recognition of the work as “sad”
can be made without feeling sorrow; just as the expression of
sorrow in the work can be achieved by an artist in a state of perfect

contentment—according to the founder of 1—larvard Project Zero,

philosopher Nelson Goodman (1976).

Therefore, a game player might answer question six with the

response, “sorrow.’ Or the game player could avoid the discussion
of emotion entirely and reach for an idea that is being expressed.
One museum respondent suggested that, “it would he better to ask
about ideas and emotions in separate questions.”

In response tc) question seven, a game player could answer the
question of the artist’s state of mind and the question of the
viewers state of mind with the response, “No.” Because a number
of museum educators had cautioned us about invoking direct
conversations about feeling in the museum, we deliberately
structured these questions to be “avoidable.’

Nonetheless, a number of MUSE respondents objected to what was

perceived as the game’s emphasis on feelings and to the question

(which they felt was implied), “How does this work (if art make

you feel?” One museum educator said, “1 have a personal problem

with our clocents saing ‘How does this make you feel?’ The
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question is persona1lv intrusive.” Another museum respondent
said simply, “I don’t like question 7.” But another said, “I think the
single most promising question is 7. Here is where the insight
about what art is for can blossom. I would encourage my docents
to notice how these distinctions emerge in every tour encounter.
In phrasing question seven as we had, we expected a range of
responses including the cognitive option described above. One
expectation was that young children might think that the artist
making a work was sad if a work looked sad. Along those lines, we
were not surprised by some school children’s comments that, in
the case of a work of art that looked happy, “the artist might have
been sad and made the happy work of art to get cheered up!”

In working with first and fourth graders at the Isabella Stewart
Gardner Museum in Boston, we were unprepared for students’
most frequent response: “That artist must have felt terrific to be able
to make a beautiful work of art like that!” In spite of developmental
expectations that max’ suggest that young children have difficulty
Linderstanding that another human being made the work of art
being viewed, the young school children we observed seemed—as
artists themselves—aware of the process of making art that was
imprinted on the works in the museum and proud of their fellow
artists who had done the great work (Davis, 1994).

RESPONSES TO OTHER QUESTIONS
There was little collective commentary on any of the remaining
queso_u. There was an occasional “I like question eight” (museum
respondents especially seemed to applaud question eight), or
comments like “Question nine doesn’t seem to fit with the others.”
Individual questions were praised, and alternative dlucstions were
offered—all of which were recorded for use in further development of
the MUSE tools. A few respondents felt the questions were “too
generic,” and a number of respondents pointed out that “the
sec1uence of questions is good.’

Several respondents commented that the questions occasionally
seemed redundant and indeed players we have observed often
comment that they have already answered a new question in a
previous response. The game was structured so that you could
simply move on if that were the case, or consider another aspect if
that were not the case. Just as there are no right or wrong answers
to the game, there is no one question x’ou are meant to spend more
tinic with than another.
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WHAT AN BE LEARNED FROM “PLAYING”
THE CENERIC CAME
In introducing The Generic Game to MUSE participants, it was

described as a tool for seeing and learning that might achieve the

toll( wing educational objectives:

lccess: the game accommodates a range of learners who differ

according to their OWfl prr)1es as learners as well as their own

personal experiences.

inquiry and Re/iecthvi: It enables players to learn, among other

things, that:

• You don’t need any prior information to begin to build an

understanding of a work of art (as is true for most things).

• our own understanding may he increased by the observations

and reflections of others who work with you to discover

meaning in a work of art (or in any other text).

Even if you play alone, your understanding builds from

observation to observation, from noticing small outside details

to pondering inner meaning.

• The kind of building of understanding you do through

observing and describing what you see and discover in a

work of art may be of use to VOLt in other settings.

• \X’hen you are consti-ucting your own undei-standing you need

to spend time with a work of art (as is true with any subject

that is new to von) before you can determine what pieces ot

information you will need to further your own understanding.

WHAT RESPONDENTS THOUGHT COULD

BE LEARNED FROM THE GENERIC CAME
\Ve group our summaries of fUSE respondents comments according

to museum and school respondents.

MUSEUM RESPONDENTS

THINKING SKILLS

A few museum respondents mentioned that the game would help

to set the stage for further learning, and that after exploring a work

of art with this tool, learners might he moved to seek out factual

information. Many museum respondents thought the game would

help learners develop skills that would serve them in their encounters

with a range of exhibits and museums .As one museum educator

explained. “[the game gives learners a ‘check list’ of sorts to use

when they look at any work—a list of questions in a clear and
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hgical order. It helps to develop their skills of loi )king, analysis,
and interpretation.”

i’sluseum respondents commented on the game’s ability to develop
thinking skills such as “problem—solving,’ “observation,’
“perception,” “comparison,” and “creative thinking.” One museum
educator pointed out that the game, “improves your perception.
‘iou can discover new ways of looking not only at art but at the
world.., helps you discover the answers are within you, it helps
you become your own Teacher.., helps you learn how to Look,
Think, and Learn.”

INQUIRY
A few museum respondents pointed out that the game introduced
learners to the power of questions, “the po\ver of asking questions—
of everything!’’ As one museum educator pointed out, “[the game]
helps viewers explore works on their own terms and get their own
questions ans\vered about a work, instead of being lectured to about
information that may not be of interest.”

ART
Museum respondents thought that the game facilitated learning
abi oat looking at art in terms of the range and changes in rcsp inses
one can experience from spending time considering one work of
art: “As one spends time with a work and increases his/her
understanding of it, his/her feelings about it are likely to change.”
Or, “The longer you look at an art work and the more different
questions you ask about it, the more you see.”

LEARNING
The game was cited by museum respondents as a means for
experiencing the variety and integrity of different individuals’
responses to the same work of art as well asa means for learning
about ones self as a learner. This last, we were told, might be
accomplished through experiencing the relationship or value of the
art object to the learner. Selected responses are directly quc ted below:

• \Vhat’s very important for people to recognize is that art may and Will
prompt different responses from individuals which are er1ually valid.

• There are no right or woine answers—each person may see or feel
something completely different from everyone else—that’s okat , that’s how
art is...

• Through listening to others responses, opportunities arise for ‘‘self—
discovery” in how to look, appreciate and utter individual opinions.

• Student relationship to others ideas, persiimil onic1ueness vs. gri mp
u n (icr standing.
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VOICE

\Iuseurn respondents also thought the game would help learners

acquire a sense of mastery and confidence in themselves as being

capable of making meaning out of works of art: “That they have a

voice, a set of opinions about art that are as relevant as the next

persons.’ One respondent suggested that the game might teach

learners that they are “expected” to he analytical in their responses

to art—an expectation that may “detract from the pure joy of

emotionally experiencing.” It was suggested that playing the game

helps learners become more aware of the artist behind the work

making pivotal decisions: “Thinking more about the viewer’s

relationship to and understanding of the artist.”

VOCABULARY

A number of museum respondents also thought that playing the

game might contribute to learners’ expanding their vocabularies by

learning to “talk about art,” and by realizing the possibility of

“more active experience” in an art museum Suggestions for

facilitating more discoveries included placing a greater emphasis

on other aesthetic aspects sLich as line, pattern, space. texture, and

materia1s and adjusting the game for different age groups or for use

with specific exhibits or themes. An illustrative comment is quoted

directly below:

• On the most hasic level. I think that The (rneric (,dHJe xviii demonstrate for

people that a more active experience in a museum is a possihilitv. \lost

visitors have vet to be exp )sed to a variety of experiences in a museum and

assume that a passive viewing time is the univ way of spending a visit in an

art museum. I experimented with the game last Monday with our museums

docents to see what they might find useful about it as a tool to uncover new

intormation that they have spent a great deal of time with. They mostly to

away anecdotal nfl )rmation from one another. but also discussed the length

of time they spent focusing on one work and how beneficial that was for

them as art viexvers.

And finally, a museum educator who played the game with his two

young sons reports:

• lOne son saidj “Some kids who aren’t into art might find it more interesting if

they are asked dluestions.’ To this I asked my son: ‘Do you count yourself as

one who isn’t into art?’’ Reply: “No, hut I found the art more interesting today

hecaLise of the game. Adults should not assume that children aren’t into art.

Give them a chance to talk which this ho( k [the game hookletj d( es.”

5HOOL RESPONDENTS

LEARNING

School respondents agreed that the game would facilitate discoveries

for students ab( iut themselves as learners and their personal
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reactions to works of art as well as their discovery of differences
among their peers and their reactions to works of art .Schcol
respondents emphasized that the “absence of a focus on success or
failure or winning and losing” or “right or wrong answers” contributed
to the freedom of learners to participate in the learning process
and thereby encounter themselves and others as learners.

THINKING
School respondents saw The Generic Caine as a means to expand
students’ skills of “self-expression or communication” as well as
learning skills such as “reflection,” “organization,’ “divergent
thinking,” and “careful observatw)n.” School respondents also saw the
game as an opportunity for students to encounter their “teachers as
learners’’ and to be motivated to learn more about art, make their own
art, or seek information and opportunities for new discoveries on
their own. Illustrative comments are directly 9uoted below:
• The diseover that one work of art can inspire a ;ide variety f interpretatu ns,

reactions’and feelings. The realization that everyone does not see/think alike
is a mind’s eve—opener to mant’ students who have not heen used to trying
on different ideas or who have not heen curious about exploring how others

ew- or think.

• Students are Placed in a situation where thee have the opportunity to hear
what others see. \Xhat I noticed in my group of 12 students was that each
time we (lid this there were a few at the very beginning who were nut
interested. However, upon listening to others, tealized that they also saw a
lot and bad a great deal to offer.

• Responses to seemingly simple observations (e.g., what colors do you see*)
will probably vary to a surprising degree. Yet no one will he “WRONG.”

ART AND SELF
Like the museum respondents, school respondents saw the game
as a means fi ir learning about looking at/appreciating art and
gaining confidence in one’s own capabilities for making meaning.
• Thex’ might discover things that thet did not expect tti find on tirst inspection...

provides the opportunity to “dig deeper’’ to uncover mant’ possibilities. It
teaches learners that there is not always just one simple answer to most
questions. it gives them the pportunity to think and suggest without beina
“wrong.

• 1—low to respond to ripen ended questions. becoming comfortable
responding to questions that have no right or wrong answer.

• Learn to look closely at details; provoke deeper th tight and slowing down
when looking at itt.

• They may discover more in—depth possibilities in observing other ‘‘things” in
their environment—transfer learning.

• I believe that observing oneself m the act of perception can contribute to
ptaetieallany area of learning, in that it developsahabit of introspection
when confronted with a learning task.
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• That there are many interesting things in the environment—if we take time

to 1( ok, ohserve and reflect. I have played the game 6 times with a group of

2$ first graders. They enjoy it more each time. They seem to he fascinated

b: 1) what they can see and 2) that their opinion and explanation/reasoning

is valued (i.e., there is not an incorrect/wrong answer).

• The discovery that teachers and students can he co-learners/co-explorers in

confronting L1uestions which have no fixed answers.

• Learners might be motivated to:

I) Draw or paint (if they have the talent) something similar or perhaps its

modern counterpart.

2) Become familiar with the works of art by that particular artist.

3) \\rite a descriptive paragraph or a poem based on that particular painting,

sculpture, etc.

• This kind of approach to learning (through discovery) gives kids a much

stronger base from which to approach learning on their own. It encourages

them to seek information and make discoveries for themselves.

It can help the learners to understand that everyone (oranvone can appreciate

art. (The does not need to be “ultra—cultured” or very intelligent to lke and

understand a work of art.

• I think that viewers of art can learn to have confidence in their powers of

perception as they are learning to develop them. I think that the basic format

ii propose isa good one for ifltr( )ducing novices to looking at art and

discovering what is there—to develop a dialogue between the viewer and

the work of art.

School respondents suggestions regarding the game included its

use in other disciplines, like science (mentioned most frequently)

or math, or in conjunction with other artistic domains like classical

music: “Perhaps format could be used to think aboLit a SOfl or a

story.” One school respondent questioned the level of generality of

the game, suggesting its purpose needed to be more dearly defined:

“By designing an instrument that is meant to serve everyone, I

think most students will fail to he sufficiently interested.”

WHY THIS LEARNING TOOL IS CALLED A

“GAME”
MISE respondents were told that the learning tool was called a

game because it has features of a game, like turn-taking and

fi illowing instructions, that lead players from one point to another

hut that just as there are no right or wrong answers, there are no

winners or losers. It was explained that in calling it a game, we

hoped to encourage individuals who used it to he playful and to

have fun. The construction of understanding can he thought of as a

game filled with strategies and discoveries. It was in this spirit that

we entitled this learning tool a “game.’’
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MUSE RESPONDENTS’ VIEWS ON CALLING
ITAGAME”
Museum and school respondents seemed to be aligned in their
disagreement about calling this learning tool a “game.” Across both
groups, some respondents felt it was simply not like a game; some
felt it was okay or good to call it a gamc and others (more museum
respondents than school respondents) had strong objections to the
nomenclature. These responses are summarized below.

MUSEUM RESPONDENTS
Museum respondents who felt the learning tool was “un-game-like”
pointed out that games have outcomes in terms of winners and
losers and that the tool was more a process than a game. Furthermore,
a number of museum respondents thought that the tide “game”
trivialized the experience and the serious process that it contains.
This trivialization might be a real deterrent to adult viewers of art.
Those in support of calling it a game (about equal numbers were in
favor and opposed) felt that the word had associations with “fun”
and “playfulness” and was truer to the objective of entertainment
that most viewers seek out

Museum respondents who did not embrace the tide 1gu thought it
was “hokey,” off-putting to adults, and out of sync with a structure
that has no right or wrong answers. As an alternative tide, museum
respondents made suggestions that focused on the process or
activity as an “adventure,” “journe,” “experience,” or “guide to
looking.” Examples are directly quoted below:

• Why not just give it a tide that doesn’t have a specific noun attached.—e.g, “The
More You Look The More You See” or something more like a hook tide?

• i’d also see no harm in calling it simply “12 Questions” or ‘Ways of Looking”
or “A Guide/Guides to Looking”... the game aspect is OK but doesn’t seem
essential.

• I don’t like calling it a game, but I understand and agree with your premise that
the spirit of fun should be part of the process. I know it’s difficult to combine
the ideas of extended or in-depth looking/observation with the spirit of
intellectual excitement Many of my docents said, having worked through the
questions, they reach an “Ali Huh!” Wonder if you could work that in ma

• How about “The Looking Activity?” “A Journey into Art,” “Experiencing Art”
something that mote closely describes the event would avoid a “set up”
reaction. A game has rules, procedures and “winning” outcome, not what
you are looking for in this experience.

• What about “Museum Experience”? Or “A Museum Adventure”?

• And the museum educator who played the game with his sons reports:
1st son: It is not a game
2nd son: It is not a game, it is about opinions.
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SH 001 RESPONDENTS
Sch( o1 respondents in favor of calling it a game (the majority)

thought it was a familiar and positively connoted title associated
with fun and accessibility: “Kids like games. They will like this.”
Those who thought it was not really a game agreed with museum
respondents that the word “game” was associated with competition
and winners and losers and set up false expectations. \\hile one
respondent saw this more of a “win—win” situation, another said:
“Children will not consider this fun or an event in which they
playfully participate.”

School respondents also felt that the word “game” was associated
with a lack of seriousness or academic value. It was suggested that
older more often than younger children would react negatively to
the idea of a game and would prefer to think of it as a “tool:
something one uses and carries around to help with jobs.” One
school respondent thought that the word game was a “good hook.
Better than ‘chore, exercise, activity, duty!”

WHY THIS LEARNING TOOL IS CALLED
“GENERIC’
The original explanations for why the game was called “generic”

concerned:

USAGE
• It can he used with a variety of art objects in numerous

configurations—not just one specific exhibit or show.

• it can he used in different contexts—museums, schools, and others.

• It may even be of use when looking at or studying non-art objects.

USERS
• It can be used by a variety of players. In fact, very different

understandings are achieved by playing the game with many
different people (different ages, different or no arts experience,

etc.).

• An individual can play the game alone, building unders tancling
by oneself from one response to the next.

• rwo people can p1a, building off each other’s responses.

• A group can play the game with ine (-)r rotating facilitators
reading the questions and group members taking turns
es p o n cling.
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MUSE RESPONDENTS’ VIEWS ON CALLING
IT “GENERIC’
The word “generic” was met with mixed reviews by both museum
and school respondents, all of whom offered an abundant selection of
alternative titles.

MUSEUM RESPONDENTS
Museum respondents who favored the use of the term “generic,”
did so because they thought it was an accurate portrayal of an

aspect of the game’s purpose. Those who did not favor the term-
the majority of respondents—pointed to the medicinal, “cheaper
version” connotations to the word. One respondent suggested,
“Bayer might be better than no-name generic,” and another faulted
our penchant for alliteration: “Alliteration is great; hut not in this
instance.” A few others suggested that the game really isn’t technically
generic and that it should be pointed out in the title that it has to
do with looking, art, and, learning skills. Suggested alternative
titles ranged from “Universal,” to “Discovery Game,” to “Art Quest.”

SCHOOL RESPONDENTS
More school respondents seemed to think generic wasa good term
because of its “universal” connotations and because it says what it
means. It was suggested that “kids might like it since it sounds like the
name of a n bot toy.” Those who objected to the term also felt that it
had a medicinal, “cheap” association, and that it was too abstract to be
widely understood .And others agreed that the game was not really
generic and completely universal-it was more focused on art
appreciation or observing, investigating, reflecting, and discovery.
Suggested alternative terms again included “discovery,”
“explorations,’’ “seeing,” “observing,” and “searching.’’ A few
respondents suggested the title “The MUSE Game,” and one teacher’s

class renamed it, “The Observations Challenge.”

OTHER LEARNING TOOLS LIKE THE
ENERI AMETHAT GROW OUT OF THE
SAME OR SIMILAR IDEAS ABOUT LEARNING
MUSEUM RESPONDENTS
Overall, museum respondents reported being quite familiar with
the questioning techniques underling The Geijeric Gal//c. The
game was likened to the “basic inquiry approach which starts with
a description of what ou see, and then works towards analysis
(including- comparison and analogies) and then on to interpretation.’’

.1
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Museum respondents thought The Geneic Game was similar to the
training they give to their docents, Philip Yenawine’s approach,
and poetry explications. Data Retrieval activity was cited as was the
point that questions like those in the game are, and traditionally
have been, asked in art museums. Similar questions are included in
gallery games. curriculum packets, and inc1uiry-hased tours for
school groups.

In terms of specific references to similar work, the following were
cited as resources (directly quoted):

• The Docent Newsletter

The visual literacy curriculum of Philip Yenawine and Abigail l—lousen,
oriena1lv developed at the Museum of Modern Art in New \ork City.

• DBAE (Discipline Based Art Education) workbooks or worksheets of the
Getty Museum.

Ld Feldman’s “Art Criticism”

• I-larry Broudv’s “Aesthetic Scanning”

• The Great Books Approach

Bernice McCarthy’s “The 4—?lat System”

Bloom’s Taxonomy

The Lincoln Center Program

Treasure Hunts and Gallery Look and See games

Most museum educators not only asserted that similar inquiry-
based structures were already in place, they also expressed their

long-standing approval of the perspective. As one museum educator
explained, “The more individuals take time to look, think, and talk

about art, the more they enjoy and gain from it.”

Another museum educator, who recognized the underlying principles
as most familiar, pointed out that at her museum the, “...docents
try to help visitors learn to look Docents at the museum are
communicators that realize that differences in seeing are rooted in
our differences as human beings.”

In citing differences, it was mentioned that docents rarely focus on
one work of art for as long a time as it takes to play The Geaeric
Game, and also that printed materials—even those embracing an
inquiry-based approach—are nct often provided for “any” work of
art or exhibit within the museum.

SHOOI. RESPONDENTS
School respondents seemed less familiar with the “game” format,

and often likened the process to “the inquiry approach to science,”

Also noted were (directly quoted):
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• (.lassitic.iti in and grouping activities that have listing’’ asa task.

• Science observation activities.

• A math program callcd \Intii Connection: the section called “Challene
Cii rn er”

• “Learning Styles” and “Critical Skills.” “Learning Styles” focuses on different
types of .juestions per personality/thinking type. “Critical Skills” is based
upon a real problem or situation analyzed liv the learners.

• It reminds me of ways to respond to literature.

• Dreining on the Rig/it Side 0/ i/u Brain by Betty Edwards.

Bernice McCarthy’s “The 4—Mat System”

• Approach used in creative writing class where (Inc begins to understand a
literary plecc, first from the “outside,’’ then throughc1uestioning one gets
closer to the text.

• Shakespearean acting—students use the same approach to perfi ml a text.

• Science journals: Doing IL/ia! .S cientists Do: Chili/ri? L a,ii to Incest/gate
their IL’,r/d by Ellen Doris

• Teacher training activities done in Audubon workshops.

• lLits of •S’eeigg by John Bergcr

• Art Criticism portion of DBAE uses similar steps “from observation to
description to analysis to interpretation to judgment.”

School respondcnts likened the game to in-school practices of
using art to inspire creative \vritmg or Interpretation of literature.
\\hile a few school respondents reported that they do not do
something similar at the present, others likened it to inquiry—based
approaches to any sort of learning. School respondents compared
the game to experiences the’ have had in art museums, including
scavenger lnts ‘and gallery games, as well as cxperiences with
docents and taking art classes in art museums. The game was also
likened to art class experiences including school art critiques and
the Arts PROPEL approach (emanating from Harvard Project Zero).

SUGGESTED LEARNING SITUATIONS IN
WHICH TO USE THE ENERI CAME

GENERAL EXAMPLES OF USES
In introducing the tool to respondents, MUSE researchers reported
experimenting with and suggested using T7 Generic Gaiiir in the
following ways:

• Students play the game as a group in the classroom with a print
or slide, or in the museum with a work of art. The teacher, parent,
or museum educator reads the questions and students—with or
without the teacher or museLim educator also responding—take
turns resp inding (see Putnoi, Olmsted, & Davis, 1994).
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• Students or any individuals or pairs (adult/adult, adult/child, child/
child) play the game in the classroom or in the museum jn pairs or

as a group with students reading the questions on their own.

• Students or any individuals play the game alone, asking the
questions of themselves.

SPECIFIC EXAMPLES OF USES
As specific eximpIes, MUSE researchers provided brief overviews
of two learning situations in which the game had been tried.

WITH STUDENTS IN A SCHOOL

The first scenario was based on Project MUSE’s local piloting of
The Generic Ganie with Oliver Todd, who was then an English

teacher at Watertown High School, Watertown, MA Along with
MUSE researchers, Mr. Todd fashioned an exercise for his “lower
level” writing class using The Generic Game over several days. In
this tormat, on the First and fourth day, students did in—class writing

exercises around the pre- and post-game question (“Do you like

this work of art? \Vhv or why not?”) with regard to prints in the
classroom and selected poems. On the second day, students played

the game as a group, speaking out their responses in turn, considering

a slide of a reproduction projected on the classroom wall.

On the third day, the students \vent to the kogg Art Museum in

Cambridge, MA where they broke into pairs and played the game

with various works of their own selection. Interestingly, on that

visit, they passed the original of one of the works they had reviewed

as a slide in class, Max Beckmann’s The —lct,n:c. The students
immediately noticed and acclaimed that the print had been “in

backwards” in the slide projector at school!

On the fourth and final day back in the classroom, students were
asked to write again about whether and why they liked a different

reproduction and poem. The underlying purpose of the exercise

was to use the game to increase students’ observational skills and
sense of self-esteem. The purpose of using the same writing

assignment (the pre- and post-game question) was to allow for the

consideration of whether, across writings, there was an increase in

details noted and included.

in a final class discussi( >n, students reflected on their learning and

writing: “Did playing the game make a difference in their \vr1nng

“Did looking at art help students to see more in what they read?”

“\\as it ‘easier’ to write about art or poetry? The teacher mentioned

that students are not regularly asked to reflect in this way on their

process of learning.

104

I



PROJFST THE GENERIC GAME

I ia.ia’ii

The exercise was foiled by problems such as attendance, i.e., there
were very few students in attendance at all of the four sessirns. And
reflection on the experience of the game was somewhat obscured
by the impact of what was for most students, the first trip to an art
museum. Although thcv seemed to enjoy thc art, students were put
off in that setting by surprises like having to check their lunch \vhen
they arrived, or setting off a signal that attracted a guard cvrrv time
they leaned into a painting to check out a detail.

Nonetheless, there was evidence (as in the noting of the Beekmann
slide) of real attention to the works of art, and the exercise did seem
to stimulate students’ thinking about museums and art and the
challenge of truly stimulating individual meaning—making. One
student commented after the trip to the museum, “I’ve never been
in trouble so many times in such a short period of time. Art shouldn’t
he inside in places like this. it should he outside for people to
enjoy however they want.”

In reflecting on how the game had encouraged students to build
on their own knowledge and explore art on their own, another
student pointed out that, in his opinion, even though there are
questions instead of ficts, the questli ms “teach you” or “tell you”
how you’re “supposed” to think about art.

WITH DOCENTS IN A MUSEUM
The second scenario shared is based loosely on a Project MUSE
workshop held for docents at the Fuller Art Museum in Brockton,
)41A. It was a one visit, two—hour workshop that served as an
ex;unple of using the game for training doeents in the use of
inquiry—based materials that rely on open—ended rather than
information—based questions.

It was suggested through this format that, rather than providing
information and then receiving questions about it, docents might
consider playing the game along with visitors, responding to thr
inti )rmanon-hased questions that emerged from viewers own
exploration of the works of art.

in the MUSE workshop, t\vo researchers each took a group of
d ieents and played the game, modeling the role of facilitator
playing with a group of visitors. One researcher played the game
with a collection of photographs that had vet to he mi )unted and
was new to tile docents. The other researcher played the game
with a show of tile artwork of a local artist whom tile group of
doeents knew very well.
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In the game play with a photograph, the docents were impressed
with what the game “allowed” them to find in the work that they
would not have discovered on their own. Fur example, in the
second game question regarding what objects viewers see, the

game offers the example, “I see a triangle.” The suggestion of

identifying shapes in a realistic work was exciting to the docents.

One of them indeed pointed out a triangle that was created by
negative space in the photograph which encouraged the group to

look beyond the physical objects represented to the forms
contained in the image.

The researcher working with a familiar painting felt that it took

some time for the docents to get beyond the “prescribed” things

they usually said about the work of art and break through to the

discovery of new meaning. Beyond that, the group seemed to

know each other so well that they anticipated each others responses

in a playful manner conducive to an exercise in which a new

vehicle was being engaged in the exploration of old territory.

Although the clocents felt that the game contained questions they

already tended to ask ri their own, they seemed to benefit from

the ordering of the questions and the opportunity to gather and

then build on new insights. Like others who have used the game in

this setting, some docerits suggested that the questions were ITlost

important as models for other questions that could be framed with

regard to a number of different works of art.

LEARNING SITUATION IN WHICH
RESPONDENTS SAWTHETOOLASA
USEFUL EXERCISE
Museum respondents more often commented that The Generic

Giime was very basic and similar to a number of inquiry—based
learning processes already being implemented in art museums.

School respondents more often saw the game as a vehicle for

learning about many other subjects, especially literature.

Summaries of the responses of the respective groups follow.

MUSEUM RESPONDENTS
Museum respondents saw the tool as a useful exercise for docent

training and for use by cloccnts in giving tours with more emphasis

on inquiry and analysis. It was also suggested by two museuiTl

respondents that the game could be used with outdoor or public

sculpture and, where the game calls for comparison with other works

of art, respondents in this setting might make comparisons with
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public buildings. Indeed, museum respindents thought the game
would be useful with a range of exhibits, tours, and gallery guides.

Beyond that, museum respondents thought the game could be
useful for all learning experiences and disciplines from music to
science to examining more general ideas and beliefs. It was suggested
that students migbt use the game to critique their own creative
writing or their own works of art. It was also suggested that the
game could be used as a museum lJre-\sit tool or a training tool
for non—arts teachers. In using it in non-arts areas, it was noted that
the references to art would have to be dropped. (inc museum
respondent thought that it might not be useful in application to a
range of different art forms.

One respondent mentioned that there are some “right” answers
that should he included to “help guide visitors’ looking.” A number
of museum respondents likened the game to “what most good art
museum educators already do.” It was suggested that the underlying
“theories and practices” are already widely used and can he
ineorp( )rated into all kinds of participatory learning. It was ilso
mentioned that the game could be helpful in scaffolding non-arts
rePted staff in art museums, individuals who often feel “daunted
by questions from visitors.”

SCHOOL RESPONDENTS
School respondents saw a good tit for the game \vith science
activities—”anvthing which involves observation could be applied”—
and to fulfill the obicetive of incorporating art into the classroom.
School respondents saw it as a vehicle with which to enhance
cooperative learning skills and to be used with “virtually any
subject area” and across’ art forms.

The game’s use with literature was particularly stressed, with the
idea of substituting a ‘‘piece of literature’’ for the work of art. School
respondents suggested that in such settings, the game would serve
a heterogeneous (not “tracked’’) group of students well. Using the
game might help increase student self—esteem bvallowing students
to realize, ‘‘their opinions have value.’’ An art teacher said that she
ses’’a similar process in class critiques of student art work and
non—arts teachers also suggested using the game for assessment of
student’s ‘‘performance—based activities.’’ It was also mentioned
that the game would lie well suited for use in making a CD—R( )M
and in helping students tight the passive “acceptance of meanings
inculcated by the media.’’
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MUSE RESPONDENTS’ REVIEW OF
THE GENERIC CAME
Twenty-five museum respondents and twenty-six school respondents

read and reviewed The Ceiier/e G(Zii/e materials without necessarily

trying them out with students in their respective educational

settings. There did seem to be a difference between the responses

of those who reviewed the matei-ials without testing them, and

those that actually tried the game (28 museum and 17 school

respondents) with their students. Educators who tried the game

with their students seemed to consistently have more favorable

responses. Of c iurse, this may be because those who tested it with

students were initially sufficiently drawn to the game to try it out

and projected that positive energy into the learning experience.

But a number of participants were skeptical when they tried it with

their students, and went through with the ecperience because of

their commitment to Project MUSE. Here are the comments of the

two groups after review of the materials.

OVERALL REACTIONS AND SUGGESTIONS

MUSEUM RESPONDENTS’ REACTIONS

A few museum respondents thought the game lacked “vitality” and

saw it asa”vcry rigid and dry” experience of “just answering

d1ucstiotls.” Others thought tile game was “nothing new’’ and

would become monotonous once the requisite skills were acquired

and the sarne set of questions” was asked “over and over.

A number of museum respondents thought it was a good tool for

looking further into a subject or a work of art. One museum educator

who had tried it exclaimed, “I love it and my docents love it. It is

better than the inquiry method or any other method we have

used.” Another museum respondent commented on the benefit of

teacliint children “about art and that there can be many answers to

a question. A few comments are directly quoted below:

• \tv docents love it Thet use it reiularlv in their n mrs and it helps them so

much. Even though ineuirv teaching methods have been taught to them over

the ears, many still dont feel comfortable. 1—lowever, The Gem ,ic

simplities it all anti is so practical that it can be Lised anvxvherc by anyone for

anthing.

• The structure of our local docent program is based on two assertions:

Art iS tile languate of feelint. We make no bones about this’and share

this view with all our classes. \Ve make it clear we mean popular arts hike

movies, crafts, rock and roll as veil as the so called fine arts of visual art,

dance, theater, etc.
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I—low visual art is seen bvaviewcr is influenced b his or her psvcholotical
type. \\hatcver cultural symbols mean, they are filtered throuah the preferred
mental processes which viewers bring to their experience.
)ur training is informal and ontoini. The handbook and workshop

mentioned elsewhere reinforce aw’alk—tbrough of each exhibition. Docents
work out the mechanics and strategies for walking classes through our
aallerics then. 77w Geiiu-ic Gem would fit right in with this format.

\XThile some museum respondents saw the generic feature ()f the
game as a “real plus,” one respondent challenged the “possibility”
of a generic approach to either works of art or players. One museum
respondent commented that “the directives are easy to understand
and take the pressure off the player/visitor.” It was pointed out that
giving the player the choice of a w irk of art, like the verbal style of
response, might need to be reconsidered in terms of the specific
populations involved. One respondent felt that although the term
“meaning’ was used in the description of the game, it would not be
“authentically” constructed in the playing of the game.

The importance of format (“color and excitement” and “appeal to
different ages”) was stressed .A problem was voiced with telling
people there were “no right or wrong answers” when sometimes,
as in the case of the colors in a work, respondents thought there
were. it was suggested instead that the distinction be made bctveen
“fact” and “interpretation.” As discussed earlier, respondents also
found problems with the cuestions about emotions and their
possible role in promoting the “popdtlar misconception that all art
is about conveying emotions.”

The game’s applicability across ages was cited both a positive
feature and an “impossible achievement.” Some respondents thought
the game invited active participation on the part of the viewer and
helped docents to feel comfortable using inquiry—based methods;
but two reservations concerned: 1) the amount of time spent on
one art work. “How do you tackle a whole exhibit.’’ and 2) the
focus on the art object as opposed to the “enveloping experience
of the whole exhibit.’’

MUSEUM RESPONDENTS’ SUGESTONS
A couple tif museum respondents suggested that the game needed
to be other than “verbally—based,” which predisposed it to one
profile of intelligence over another. One museum respondent
advised, “Be a little more specitic with your directions.’’

There was discomfort among several museum respondents
concerning the absence of historical/contextual information in the
game, and it was suggested that viewers should be more actively
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encouraged to increase their factual knowledge about “the object

and the artist who made it.” Selected comments on this point are

quoted directly below:

1—listorical/contextual information is missing from this exercise. Is there a

way to direct participants’ attention to label information or suggest ways for

them to go about finding out more about the work Museums might use the
game in drafting guides that weave together these basic questions with some

historical/contextual information.

I am uncomfortable with a game which avoids providing any content about

the objects. I think that almost all visitors expect that the “reward” for

engaging in a process of inquiry such as you propose is certainly insight into

and a sense of accomplishment about their own abilities to see things and

make connections, and also new information they can tie to their own

experience of and knowledge about the object and the artist who made it.

(The visitors who are exceptions are very young children).

My biggest c incern is that viewers want and should have specific answers

and information in response to their observations and cluestions. Therefore,

my post—game question would not reiterate the entry question (which I find

too judgmental) but would lead them t()wards research in order to increase

their knowledge A reference area near the exhibit where viewers would be

invited to read and learn more about the art is very important.

One respondent saw the need for more questions about the materials

and techniques involved in making the object; others suggested

that a drawing component be added and that specific post-game

activitIes he suggested fcir “further discover’.’’ Museum resp indents

who interpreted Tuìe Ceieric (1me as a written exercise mentioned

that the format might be “too long” for younger ages. The phrase

“work of art’’ was thought to he too limiting (“How about just

‘work’ (-)r ‘obj ect’”).

One respondent cautioned that the game never be used with

computer images of art and others thought that the questions

should begin with the viewer’s own experience and that the text

should be more explicit in telling players what learning skills they

were acquiring throughout the game.

SCHOOL RESPONDENTS’ REACTIONS

School respondents found the game “fun and challenging” for

students and useful for observation in many areas and subjects

from art to science and social studies. While the game was cited as

being good for students of all ages, it was suggested that

modifications were needed for use with younger students .A teacher

who had used the game with 6 and 7 year old students from

varying socioeconomic backgrounds reprted that the children’s

comments and ideas surpassed her imagination of “what they

might say or think looking at a work of art.’’

110



PROJET THE EN E I C AM E

i ir.i ii’rir.i

It was thought that the game would promote active learning and
“heighten” the museum experience tot students because the
questions were so “inner directed” with an emphasis on depth vs.
breadth, i.e., “less is more.” One respondent telt that it was more
about looking than understanding, while another thought it would
help students to think critically when looking at art. The role of the
teacher was questioned, and negative reactions included such

descriptors as “simplistic,” “boring,’ and “limiting.”

The game was cited as helping students with writing about art, and
it was pointed out by an educator who tried the game that once or
several times is not enough: “The children benefit from playing this
again and again.’’ Some representative comments are directly
quoted below:

• A powerful learning tool which demvstifies the whole museum experience

and immediately connects the viewer with the work of art.

• It really does deliver on the promise that education exploration—in its
approach to learning—I feel it operates best ass” journal” or shared
investigative process/iournev rather than as a genuine game, however.

• Im excited about using this approach in a museum setting. Perhaps the
transition from right to left brain thinkine. Really analyzing makes sense. I
like the r]uestions because they are so inner directed.

• 1 can’t iniagine a better means of having students learn to look at works in a
museum. Done several times in order to develop the habit in them will
bestow a life time gift on students.

SH 001 RESPONDENTS’ SUGGESTIONS
Like the museum respondents, some school respondents felt the
need for more factual information about “the painter or the work
being examined.” indeed, one school respondent said that, “it seems
irresponsible to aliow students to construct their own understanding
\vith( mt any background information and to ask students to
determine \vhat pieces of information they will need to further
their own understanding.” It was suggested that the questions be
posed in differing orders and questions that could be answered
with a “yes” or a “no” eliminated.

A few school respondents suggested that museums send
representatives to schools to play the game with “select pieces” or
“reproductions,’’ and that the game he marketed in “mini—pads.”
Other suggestions included: adding questions about the senses,
using the game as a museum handout, making a poster of the game
questions to keep on the classroom wall, and keeping a record of
student responses. (_)ne school respondent thought that encouraging
students to work in pairs might help address the important question of
eliciting real commitments from learners to respond to the questions.
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Like the museum respondents, school respondents stressed the

need for eliciting responses other than verbal, e.g., hands-on
activities: “Do something. make something, write something, etc.”

RESPONDENTS VIEWS ON WHAT IS
MOST PROMISING AND WHAT IS MOST
PROBLEMATIC IN THEIR REVIEW OF THE
ENERlC CAME

MUSEUM RESPONDENTS: WHAT IS MOST PROMISING
Museum respondents appreciated the increased time that the game

encouraged viewers tc) spend considering one work of art. They also

found most promising that the game encourages active learning, gives

educators and learners support in viewing art, and sets a pace that can

be regulated according to levels of interest in the game.

i\luseum respondents appreciated that the game acknowledges the

importance of Personal experience, provides opportunity for creative

thinking, increases thinking skills, and facilitates reflection on the

learning process. Also promising, they thought. was the fact that

the game teaches players about the diverse ways that others see

and think. Its universality was cited as was the reconhguration of

the hierarchical stages of aesthetic response into a more “lateral

S t r u c tu r e.”

Other cited strengths of the game included its usefulness for novice

museum—goers and its emphasis on inquiry-based learning. One

museum respondent expressed gratitude for “putting on paper

what museum educators have already been doing for a very long

time.” Others thought the game was promising because it met its

stated goals of flexibility, accessibility, and using art museums as

resources for all kinds of learning. The game was praised for being

in step with ‘‘life long learning” and for “luring” viewers into the

richness of visual art beyond emotions. One respondent thought the

game was promising because of the interdisciplinary connections it

e okes, and another because of “the role it plays in the research of

Project MUSE.”

MUSEUM RESPONDENTS: WHAT IS MOST PROBLEMATIC
In citing what was po )blematic about the game, museum resp nderits

reiterated comments made earlier about the need for “harder”

knowledge and the assumption of a motivated player. One museum

respondent faulted its excessive tie to the art object and another cited

the need for a greater tie to the art object. One resp ndent thought
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there might be a bias towards realism while others reiterated the
emphasis on verbal experience. Mentioned as a potential problem
was a lack of specified pie- and post-game activities.

One museum respondent questioned the need for the learning tool
and others questioned whether it would work with adults. Another
museum respondent mentioned that the questions needed to build
more on one another, because it was Sometimes hard for respondents
to “hold to” the order. A few museum respondents felt that there
needed to be more questions about making art.

in citing what was least promising about the game, museum
respondents saw it as too simple, too generic, and too “time
consuming.” Problems with particular questions were cited (as
mentioned earlier) and the game was faulted for not stating its
purpose, being formatted in book form, having an uninviting title,
lacking “spark,” and leaving players with iust “a set of questions.’

SCHOOL RESPONDENTS: WHAT IS MOST PROMISING
School respondents found most promising the game’s potential for
empowering students to think freely and independently, and to
participate in cooperative thinking and learning with others, its
flexibility was cited as was the fact that it might encourage retlecri( n,
i.e., open discussion of understanding or meaning. The game was
also thought to be promising because it engages students actively,
is accessible and enjoyable, and—in a nonthreatening \vav—helps
students to look at and talk about art.

School respondents also noted favorably that the game increases
observational skills and requires “complex written responses.” Like
museum respondents, school respondents cited the game’s evocation
of the individual player’s own observations and feelings which
amount to a sort of “self—observation.”

School respondents also saw promise in the game as a tool f
assessment of students’ i° and products, and commented
that the structure of the game helps “people to see the strong
influencear t has on cognitive development.’’

SCHOOL RESPONDENTS: WHAT IS MOST PROBLEMATIC
School respondents were concerned with the cost of both purchasing
materials like Tue Gejierie Game and “getting students to museums.”
One respondent thought it should be acknowledged that “some
people don’t like to anal\’ze their feelings and impressions about
art.” Like the museum respondents, school respondents saw as
potentially problematic the length of time the game takes and the
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pcissibilitv that it might he conceived as a substitute for—rather

than an accompaniment to—the acquisition of factual information.

Overall, more school than museum respondents reported

foreseeing no problems with the game. F-Iowever, like some

museum respondents, Some school respondents faulted the game

for being too simple, lacking an explicit goal, presenting questions

in \vhat seems like a rigid manner, and having a “dreadful” title.

Particular questions were also cited as problematic as was the

booklet format. School respondents were wary of the questions

that could be answered with a yes or a no.

A few school respondents saw “training’’ as p( tentiallv problematic.

mentioning that they thought that both facilitators and players

needed to learn how to use the “learning tool properly.” ( )ne

school respondent thought that an adult facilitator would be a

“must.” Another school respondent thought that the game might be

directed to gifted students, and would be difficult to implement

with large groups of viewers. Finally, one “other respondent

mentioned that The Geucric Game is blatantly American in that ‘‘it

overemphasizes the importance of individuals.”

MUSE RESPONDENTS’ TESTING OF
THE GENERIC CAME

MUSEUM RESPONDENTS
Museum respondents reported using the game on their own in the

galleries, in training sessions for docents and “picture person”

volunteers, workshops with teachers and students, in—service

teacher training workshops. and school group tours with children

from ages 6 through high school. Selected reports of sample uses

at-c directly quoted below:

WITH POCENTS
• A new atural l—Iistorv \luseurn has opened this summer Adult/pupil ratio of

1—s. - - to explore whether these small subgroups can be sent around our

museum with a booklet in hand. \Ve would expect a docent to play the game

with the whole group once, and then send them thn)ugh our two galleries

while we see how tbe game works unmediated.

• I tried usint T/i (,e/lcr/c (oipie with our docents as an exercise in looking

and reacuainting them with our permanent collection. It was successful in

getting them to focus on the work of art and recognize that looking at the

work could be as beneficial as reading the art historical information about it.

WITH STUDENTS
In a traveling exhibit in rural areas... with elementary, junior high and senior

high students.

114



• I used an adapted version with a 10th grade English section studying
slacbeth. My goal was for the students to explore the idea of interpretation

as it relates to actors (or) performing a play—or readers making meaning of
texts that were meant to be performed. I wanted them to understand that
interpretation is a performance.

• We used The Generic Game for several weeks with primarily 4th and 5th
grade public school classes. The discussions were led by the Education
Department Intern, the Gallery Tour Assistant, and myself. All of us felt that
the discussions structured around the questions were very successful.

These discussions were held in galleries with exhibitions of
contemporary art and 18th, 19th, and 20th century portraits and landscapes.
Students typically spent 20 to 30 minutes in a gallery, so time was usually
limited. We gave the students some background information and then
allowed them time to examine all the artworks on their own and vote on the
one piece they wanted to discuss in detail. The questions provided a
framework for analysis of the art and the students’ reactions. Students were
always eager to participate by answering the questions and frequendy built
on each other’s responses with new and different questions leading in
divergent directions.

WITH TEACHERS
• In-services—helping teachers with little or no background how to look at a

work of art. They enjoyed it, profited by it. Some used a similar process with
students and reported it to be successful.

• The Generic Game was used during the teacher in-services as an activity
during the end of the in-service. We would congregate out in the gallery
choosing one artwork, and one teacher would act as the leader, reading the
questions, and the group would actively respond. They enjoyed the process
and seemed to feel comfortable with getting involved at many levels. These
in-services would include teachers of all disciplines.

During the spring... ‘95, The Generic Game is being used a bit more
intensively. Teachers have been dividing up into small groups and looking at
a piece from our study collection and going through The Generic Game. I’ve
relished the conversations I’ve heardl The teachers have enjoyed it very
much and it appears to have a relaxing effect on them after a tiring day of
teaching. They get into creatively describing their interpretations of the
works, coming up with quite different ideas each week. After they have
gone through the questions, then we share with each other our ideas about
the artwork we looked at The teachers like that section as well.

• Th Generic Game was... used with seven 1st and 2nd grade teachers who
have also been a part of the museum/school partnership and have been to
the museum for meetings. In the art gallery, after a brief introduction about
Project MUSE and The Generic Game, they were divided into smaller groups
and given the task to choose any artwork they wanted and use The Generic
Game as a tool for looking at the art... the Education Coordinator.., was
delighted to discover that with the aid of The Generic Game they looked at
their artwork for about 30 minutes, and probably could have gone longer.
except for time constraints of the meeting. After their own discoveries, we
had each group share their findings and the amount of details they spoke
about and the kinds of personal connections they made were thoughtful and
thorough.
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\\e presented The (,,ie,yc (aiiie at our fall Eveninits for Education as in

alternative option for teachers to select when booking school tours.

Although most teachers continue to select information—based tours, one

school decided to let their entire (rh irade (approximately 120 students

come to the museum and do LI ith an in f irmarion—based tour with a docent

in our Egyptian exhihit and then Tb1 Geaenc Game with one in our Asian

sculptLire exhibit. For the game, kids were divided into groups of 3—5 and

each group focused on one sculpture .Ar the end of their museum visit they

were polled for their preference—guided tour or museum game. The game

“won hands down. Asked why, the kids resp inded, “\\‘e could move!” “\X’e

could talk!” They came tip with great original interpretations /observarions

like “The Chinese hodhisattva has a hairdo like whipped cream or a

cinnamon roll...”

SCHOOL RESPONDENTS
School respondents who tried out The Generic Ga,;i reported using it

with prints in the ClaSSroom playing with students in a large group,

in smaller groups, and, when possihie, with follo\v—up in the museum.

It was also used by school respondents as an inspiration for the

children’s own artwork, or as follow up to a visit to the art museum.

School respondents tried it out with players as young as kindergarten

right through to adult volunteers as’ classroom or art class activity.

Selected reports of sample uses are directly quoted below:

• Grade 1, 25 children, English speakers in a Two \Vay Bilingual Program,

ircle Discussion.

• In the II) program, students have a set of activities that they must complete

Lv the end of the week. They work in pairs or small groups. I used this

exercise the first week of school and they loved it. It was so successful we

extended the exercise. I had the students “study“TI) Scream by Munch. I

pLirchascd the poster at a local store. \\e then discussed expressionism and

identified characteristics through multiple plates. This week the students are

creating their own expressionist paintings. This is great fun!

• Classro m looking at artwork with themes from the H.docausm.

• I displayed ,1adame (Jiai7entier and Her field,, ii, a poster copy, by Renoir.

The children were given opportunities to examine it well before we played

The Genovc Game as a whole class.

• After listing volunteer responses for two or three euesrions, the class became

restless, so we stopped. I then interviewed small groups at different rimes

‘ver the next week to get rcsp inses to the rest of thee1uestions. That worked

better. They enoved it.

• Presented students with a piece of artwork. \Ve went over the c1uestions

together. \r ttrst it was important for them to understand thar it was okay to

answer “I don’t know,’’ or “nothing, to some of the c)uesrions. They got

better at taking risks with their answers as time went on.

• I used pictures of Aztec statues, gave ver little information and asked the

group the ten c1liesrions.

• I used the game with two groups of kindergarten children (Ill in each group)

at school using reproductions, and poetry with illustrations.
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I took my Modern American \Vriters class to the Imuseumi to see the French
and American Impressionist works. (I have many prints on the walls of my
classrooms, so they were interested.) I gave them some basic information,

but I left most of the discovery up to them After viewing the paintiniss
during a two hour stay, each student went to the gift shop to purclise a
postcard or two of a painting he or she enjoyed.. \t the beginning of class
the following day, I distributed TM (Joirric Caine. I gave them class time to

think about, discuss and answer the elLiestions. They loved the assignment.

• I’d like to use the game in the late autumn with my 9th graders and also with
a set uf I (ith/ 11th graders (who cut classes and generally hate school) whom
I teach in a special interdisciplinary program with a social studies and seh oil

V C ho! o g St.

• A fifth grade class looking at collection of prints of paintings iii the classroom.
Also with High School Basic Design class looking at a selection of reproductions
in the art room. I reproduced the booklet and had them work in pairs to
answer questions.

• In June during Art Enrichment Class (more talented students) 4th and 5th
grade, in art room while the’ were creating whatever the wanted to create.
About 20 students. End of day on Tuesday. Those who wanted to respond,
did. They were free to answer questions about .inv of the art prints hanging
on art room wall. They answered all question in The (Jit (,am(.

• I tried the game in 2 separate classes. The classes were 2—D design, vhich
cover the elements and principles of art, art history, and some criticism.

• I used the format, typed out on two pages, as ii viewing guide for a high
school painting class. We visited the \Iuseum and students were asked to
select a particular work to write about.

RESPONDENTS’ VIEWS ON THEIRTRIAL
USES: WHAT WORKED BEST AND WHAT
WAS PROBLEMATIC

MUSEUM RESPONDENTS: WHAT WORKED BEST
Museum respondents who tried out the game seemed particularly
pleased with the comfort level that it provided and the students’
enlovment of sharing their opinions with one another. They felt
that the game “got the children involved with the work of art, instead
of saving, 1 don’t like it,’ and moving on.” ()ne museum respondent
appreciated the collapsing of the stages into movement from

external detail to core meaning of a piece. Selected excerpts of
their comments are quoted directly below:

• I very much liked the idea that visitors were given the chance of changing
their mindsreevaluatingin Post—Game Questions. It gives the visitor
flexibility of thought.

* \\orking in a small group and answering open_ended questions. It helps the
viewer f )cUS and slow down lung efl( ugh to fl( tice what he/she might have
missed.

• Verbal conversation. Extended looking great! This lesson.
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There wasa nice, moderate number of questions. Easy to remember.

Personally, I need a pneumonic device to help me remember the specific

questions though, like...
Like, (2 ilor, ()hiects, Plot, Memories. Realism. Themes, Artist,

Collection, Learned, Name. Like or...

Llamas, Can, ()ften, Pounce, Merrily, Reaching, Their, Actual, Clean,

Llama, Nest, Licketv-split.

During the local junior high residencies the students participated in a tour and

then at rhe end of their period each student chose a work of art ro analyze using

The Genetic (,a,m’. This was helpful for them in understanding that thcre is no

one “right answer” in describing, interpreting and judgine artwork. Their

deseriprions were often personal in nature. They seemed to enjoy it as well.

The kids right off the bat were given permission to trust their own eves and

reactions, to be part of the art experience. The questions in the game are

clear and simple—kids are not daunted by them.

MUSEUM RESPONDENTS: WHAT WAS PROBLEMATIC
Muscuni respondents who tried out the game felt drawbacks were

the limitations on time in a museum visit: “one can’t go tbr ugh

this litany with lots Of artworks in one viSit,” and thought it might

he inapplicable to some exhibits, for example, “decorative arts” or

abstract art. Some other problems that were cited are directly

quoted below:

• People wanted their observations to lead to discussions that entailed more

historical or critical information.

• Calling on the children who don’t want to answer—giving them the

opportunity of answering later. I rhink you could expand this game to a Part

II which would go into fir more detailed questions to be done at scki ol.

• Some students were hesitant to give up preconccptii ins and expectations

about museums—that someone will tell them what and how to lo k and

think. In these cases, more direct intervention is needed.

Because it was stated as a game some students expected it to be “fun.” Many

found it boring—vet others as you will see from their comments, found it

useful—helping them to discover more in the work.

• The only exhibition where we felt the questions were not adaptable was the

display of American Art Pottery. Questions about shapes. realism, and the

subject matter of the artwork, were difficult, if not impossible. to apply to

the pottery. The same problems may arise if you try to apply the game to

other kinds of decorative arts exhibitions.

• It might be useful to ask players to copy label material and see if that helps

them understand the art object.

• Crowding—fit) kids in a limited space. ( )ur problems are more logistical:

schools can’t afford to send small groups or individual classes to the

museum—when they o me, they come in large groups that can fill a bus...

• Sixth graders are naturally hesitant and feel a bit awkward. Skillful facilitation

and encouragement were rec1uirecl throughout the process in order for them

to get involved in the game. Remember, too—many of our kids have never

been to a museum before and have had little exp oiure t ) art in nov f rm.

The need a very baste orientation before engaging in an actual activity.

118



• Some docents could not (or would not) stick with a single w rk for the 21)
minutes we gave to the game. 2)) minutes was not long enough for the
thoughtful ones—too long for the impatient ones. Some who are not
comfortable with writing were put off.

• \nother problem—maybe there should be a shorter verst n for those flot
enough to work with a single piece for 3)1—35 minutes.

\Vhile the form encourages more than one person to participate, the format
doesn’t invite or encourage group responses and discussions.

SCHOOL RESPONDENTS: WHAT WORKED BEST
School respondents liked the format of the game which allowed for
working in small groups with “plenty of room” fhr cooperative input

and group discussion. It was mentioned that “the first half of the

questions.. . made the students look carefully at the work of art,”

and “the sequence of the questions... helped students in building

thcir responses.” Selectcd comments are directly qLiotccI below:

• The children loved discussing the photos of prints which have appeared in
InstrLietor \Iagazine over the years. They liked the idea of non-judgmental
comments being accepted and valued. Children raised g md r1uestions about art.

• Letting them work in small groups provided room for discussion. Present it

in a nonthreatening environment—_keep it as part of your daily routine.

• The questions caused the students to think “differently” about the paintings.
The class was enthusiastic about the work. All 1 students expressed their
approval of the ptoject. Ultimately they composed 3—4 paragraph papers,
which described their findings. Each student read his/her paper aloud in
class and showed his painting choice.

• The group activity. The four boys were bouncing ideas oft of each other and
liked the activity because it made them “see’’ more in the picture-_they ill
said it helped them “think about more things!”

• Ior fifth and l—l.S.---—-Students spent time looking closely and carefully at the
work. They discussed how the personally interpreted some of the
ambiguoLis images in an impressionist piece.

• No pressure. Freedom to select art work and verbali7e. Verbalizing about
emotions. Reflections on their life.

SCHOOL RESPONDENTS: WHAT WAS PROBLEMATIC
Although a number of school respondents tuld us that there were
no problems in implemcnting the game, the ones that did identify
problems primarily commented on the time that it t u to play the
game, and on the writing component, which, as has been described
earlier, was a use of the game which had nut been anticipated.
Selected comments are directly quoted beluw:

• Time consuming. I wish I had more knowledge (if art works to contribute.
• N o having any background in the arts, I was at a loss when looking for ways

to extend the lesson. The students clearly wanted Imire information about
the painting and artist. I called upon the art teacher and did some limited
research, but could have used more information.
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• Students rushed through and often wrote yes/no.

• Having everyone finish all the questions in allotted time.

Object may create more or less interest, depending on learners.

None—except that I wish I could take them to a gallery and have students

choose their own art projects.

None but it would have been better if there was actual three dimensional

works of art to look at.

• The pace of responses and eagerness of students to respond has kept me
from recording the responses with the group on chart paper. I’m wondering

if we will do this with time and what will add/take away from the activity.

\t both levels they found the describing questions tedious. Some fifth

graders found some of the questions difficult to understand and asked for

clarity. Both groups said they found the game boring—the High School kids

thought it more appropriate for younger kids. Elementary kids thought it

would he more fun if they got to choose art they were already attracted to

and could talk about it rather than write.

• The second half of the questions. The post—gaie qLiestion. The responses

were mostly negative: “No I didn’t learn anvthng.” “I don’t like it anymore
now.’ “This game is stupid.’ Mv attempts to elicit more detailed responses

failed. I’m not sure if the game is at fault or if it’s just the student population

of these two classes.

It was difficult for some students to answer some of the questions if they

selected an abstract work.

OVERALL COMMENTS AND SUGGESTIONS
lvi useum and school respondents overall suggestions included

congratulations (ifl the work and specific recommendations such as

printing the questions on laminated cards connected with a ring for

repeated use in the galleries. One museum respondent articulated

an idea that has been brewing in the Harvard Project Zero Bauman

Museum Seminar: that it would be useful and engaging to ask

museum-goers to carry a tape recorder around with them and enter

their responses to game questions into the reci rdcr to be left with the

museum. This would certainly confirm the museum’s interest in the

responses of the visitors and also provide a great resource for future

exhibits. For example, fourth graders might he interested in the

responses of other fourth graders looking at the same work of art.

Museum respondents seemed especially eager for the incorporation of

more historical and art historical information. Another overall

suggestion was to find ways to incorporate more hands—on, orat least

fl( inverbal, activities into the sequence of exploratory questions A few

respondents rewrote a number of the questions and mentioned

that the questions were most useful as a model for teachers and

docents to use in making their own open_ended questions.
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(_)ne respondent felt that the game was in keeping with reform

movements in the educational establishment which are now
embracing “the theory that skills are more important than facts.”
Indeed one respondent said simply, “Project MUSE is another
educational effort that is ‘reform’ for SCh()O1S.’

A classroom teacher commented that she plans “to send the
observations as well as the prints used home to Iarents on a
rotating basis,” asking them, “to write any comments they might
have about the ptoject.” In citing the game as a vehicle with which
teachers can align themselves aiong side of students as learners
approaching a work of art, respondents suggested that parents
could easily he brought into the ioop and benefit from a set of
skills with which to approach diverse works of art in art museum
settings.

A few school respondents commented on the benefit of playing the
game with students’ own works of art. But one art teacher s
concerned that from the game, “students might even get the idea
that their own ideas ab )Llt the work of art are an adequate
response to art which seems \vrong—headed to me.”

CONCLUSION
Although this section has focused, as we did in our project, on the
particular vehicle of lYje Generic (;aiiie, a variety of broader views
on approaching and learning from art were shared by MUSE
respondents. In sum, while a number of school respondents seemed
excited by a learning structure that facilitated multiple points of
view and an awareness of questions that have no right or wrong
answers, many museum respondents reported that they have
always thought of those educational benefits as “givens’’ in the
consideration of works of art.

School respondents shared enthusiasm for a format that facilitated
cooperative learning, i.e., involving all members of a group and
giving them the chance to listen and learn from one anothers
observations. Museum respondents. on the other hand, held sonic
concern for a structure that did not explicitly endorse the importance
of factual information in the exploration of works of art.

Both groups had concerns about the amount of time it took to play
the game, especially within the context of a once a year visit to the
art museum in which students may sacrifice a sense of the breadth
of an art museum for the depth of understanding of one or two
works of art. Throughout our trials of Tbc Gcnric Game, we have
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heard from doccnts that the idea of facilitating the game in a group

tour may seem daunting, and the idea of sending students off in

pairs to play on their own potentially difficult to manage.

in spite of the concerns summarized here, the majority of

participating school and museum educators seemed to embrace the

structure and report that they continue to put it to use in innovative

learning scenarios from which we continue to learn. \\e are

grateful for the rich and generous comments supplied by all

contributors, If space had allowed, we would have simply

reproduced every one of them for readers to enjoy. \\e should

mention that the numerous specific suggestions made regarding

additional questions and ideas for activities have been considered

carefully and incorporated into the production of the final MTSF.

products which are described in the last chapter of this report.
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After MUSE participants responded to The Generic Game mailing,
they received a mailing containing The Ent(y Point Approach
(December 1994). Unlikc The Generic Game, The .Entg Point
Approach is an approach to learning—a structure for designing
curricula rather than a particular curricular vehicle. The notion of
entry points was introduced by Howard Gardner in The Unschooled
Mind (1991). In that context, Gardner introduced the entry points
in terms of general education. It was in the Harvard Project Zero
Bauman Museum Seminar, at the suggestion of visiting scholar
Graeme Sullivan, that we first began to think of the entry points as
applicable to education in and through the arts and as a means
through which to consider works of art.

Like The Generic Game mailing, The Entçy Point Approach mailing
contained three booklets: the first provided background infonnation
on the approach; the second provided an example of how it had
been used in one local (Boston) setting and some suggestions for
further use; and the third booklet elicited participants’ rcactions to
and suggestions for developing the approach.

Sixty-nine MUSE participants returned the response booklet. There
were 41 museum respondents, 26 school respondents, and 2 “other”
respondents. Participants reviewed The Entg Point Approach as it
was presented in booklct form. Additionally, some respondents tried
out the approach and gave us feedback based on their experience.
Again, we continue to hear from educators who are applying the
approach in their pedagogy, but the following figures represent the
breakdown of museum and school educators who had responded
at the time of this report.

Of the 69 participants in this stage of the research, 29 museum
rcspondents (71%) and 14 school respondents (54%) reviewed and
commented upon The .Entg Point Approach. Twelve museum
respondents (29%) and twelve school respondents (46%) reviewed,
tricd out with students, and commented upon The Entiy Point
Approach.

In this chapter, we first provide an overview of the historical and
theoretical underpinnings that inform The Entrj Point Approach. Then
we review its uses as they were shared with participants, and finally
summarize participant reactions. As always, we quote participants
directly and liberally so that the reader can partake in the scope,
richness, and flavor of the contributions made by MUSE participants.

INTRODUCTION TO THE ENTRY
POINTAPPROACH
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HISTORkAL AND THEORETIAL
UNDERPINNINGS
In introducing the theoretical underpinnings of The Eutr Poijit
-1pproach, it seems wise to revisit the history of Harvard Project
Zero and the cognitive approach hrietlv described in the previous
chapter. Harvard Project Zero was founded at the Harvard Graduate
School of Education in 196/ by the philosopher, Nelson Goodman.
Current co-directors Howard Gardner and David Perkins were then
research assistants who represented the psychological perspective
in the project’s research into the development of symbolic capacities
across a number of symbolic domains including language, gesture,
music, and the visual arts.

The research hoped to inform practice in a form of arts education
about which there was playfully assumed to be zero knowledge.
That was an arts education which viewed the arts not as separate
idiosyncratic—perhaps even unteachable—extras to be appreciated
(as opposed to science which was to be understood), but as important
processes of coizsfructiig and compreheiidin meanJíi, i.e.,

essential arenas of understanding.

Researchers were interested in the extent to which development in
one symbol svstem-—----for example, visual arts—would have
implications for another—for example. music. Early longitudinal
studies uncovered the fact that although there were certain
developing facilities (like making symbols physically resemble what

they represent) which have implications across domains, there were
other facilities that were unique to one symbol system (like the ability
to understand the relationship between notes in a musical scale).

The results of early studies generated a view of the different

symbol systems as different problem-spaces which present different

sets of problems to be found, or created and solved by different

sets of cognitive resources. The early studies played a part, along

with extensive psychobiological and epistemological research, in

Howard Gardner’s reconceptualization of intelligence as the ability

to solve problems or fashion products, and his recognition of
multiple different intelligences as “frames of mind,” or potential

cognitive resources for negotiating one’s way in different domains

(Gardner. 1983).

In his Tlieorj’ of i\Iiilti/e Iiitelhgences, Gardner has posited that

there are at least seven intelligences which can he viewed as seven

different sets of know-how:
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IJuçii!stie: of which writers and poets are made.

Logiea//mathematica/: of which scientists-’ ‘atd mathematicians
are made.

Bodily Irinest/jetic: of \Vhich dancers and football players are made.

lIJIs/ca/: of which composers and performers of music arc made.

Sjmtia/: of which pilots and visual artists are made.

Inteipersona/: of which salespeople and therapists are made.

Intrapersonal: of which mature individuals xvho draw on deep
and rich self-knowledge are made.

Although these intelligences may he prevaleit in the individuals we
have noted, it is important to mention that nobody has just one or
another intelligence. More accurately, we all have different profiles of
intelligence \vhich demonstrate our individual and relative strengths
across the seven intelligences. A writer (someone with linguistic
intelligence) who also has strong intrapersonal intelligence will
pn (duce very different prose than a writer with less facility in that
area . Additionldlv, no intelligence is inherently aesthetic or non—
aesthetic; its uses or processes determine its aesthetic functioning.

For example, spatial intelligence, which includes the capacities to
perceive the visual world accurately and to shape and trans form
ones visual experience, can he used quite literally—as in the
production of the drawing of your new stove that comes with its
manual. But when an artist uses spatial intelligence to contr l line
and form to construct expressive visual metaphors, spatial intelligence
may be seen as functioning aesthetically.

Importantly, underlying The Theory oJ AIn/t1p/e Inte/liç’ences is the
hypothesis that a vast range of human experience, like expression
in art, which may have been viewed as divorced from cognition,
actually deny )nstrates distinct and highly cognitive form. Through
internal svmhols or representations, the individual or producer of
art cons/inc/s a world view. Through external svmhols or

representations, the individual shares a world viexv This happens
when that construction of meaning is recognized by a receptive,

equally active meaning-maker, the perceiver of art (see Davis &
Gardner, 1992, I 993a.

Among other forces, our individual and individuating life experiences
assure that each of us has a uniqLie protile of intelligences.
Furthermore, depending on the individual’s unique protile of
intelligences, the world view that is created and shared, the meaning
that is made or found, through art is uniqueh’ constructed. The
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Theart of lJii/1ij/e Iute//ieiiees provides a use ful schema with

which to describe and make sense of the many different means and

talents for making meaning that students exhibit. Similarly, The

Lu/u’ Pa,ut —lpproach provides a useful schema for considering the

different pathways into meaning making which different learners

may choose to explore.

RELATIONSHIP BETWEEN THE THEORY
OF MULTIPLE lNTELLlENCE5 AND THE
ENTRY POINT APPROACH
There at-c seven or more intelligences in The Theary o/ \lu/tij/e

Iute//it’nces and five entry points in The Entrt Paint -zippranch. In

our communication with collaborators, there has been much

confusion when an attempt is made to line up intelligences with

entry points, a procedure which can result in at least thirty-five

unmanageable variables!

In sorting the t\vo schema, it seems helpful to remember that, in

terms of process, 1)0th structures—The Theor a/ \Iu/tb/u

Iute//iguces and Jhe Lutr)’ Pa/it .—lpprciach—concern the process

of /ea,’-uin,. Nonetheless, from a more product—oriented

perspective, The Thearj Aiuhtib/e Iute//iiences describes different

aspects of those who do the learning, while The Eut’ Paint

-lppi-atnh describes different aspects of what is being learned. Both

structures c( )incidc at the juncture at which the learner intersects

with what is heing learned.

Although there is an important synergy between them, with each

schema having implications for the other, the structures differ in

their specific area of illumination. In sum, The Theart a/ 2iIu/tip/u

Inte//griiees may he more useful in considering students (those

who are learning), and The Entuy Paint 1ppraieh may he more useful

in considering text (what is being learned). \‘ith that foundation laid,

here is an explanation of The Entry Point --1pproach, a structure that

derives from Project Zero’s wealth of research into student learning.

WHAT IS THE ENTRY POINTAPPROACH?
The Entrj’ Pa/ut -lppraieh is an educational framework which

assumes and accommodates di fferences among learners by providing

a variety of ways to learn about any subject. In introducing this idea to

NILSE participants. we suggested that the approach could be used by

both educators and students to examine a particular topic, to reflect

upon thought and knowledge, and to organize teaching and learning.
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The framework features five different pointS o entry into any
topic: the Aesthetic, the Narrative, thc Logical/Quantitative, the
Foundational, arid the Experiential. MUSE researchers initially
suggested that by experiencing all five entry points, learners can
discover: 1) if and when they prefer one entry point over another,
and 2) that there are many different and valid ways to think and
learn about am’ subject.

WHATARE THE FIVE ENTRY POINTS?
If you envision knowledge located in the center of a house (Figure
4.1) with the learner on the outside looking in, the five entry p()ints
can be thought of as windows that thrmv different kinds of light
into the center of the room. These entry points 01. \vindo\vs can be
opened onto any learning experience from general school subjects
to specific art objects.

THE ENTRY POINTS AS WINDOWS
THE AESTHETIC WINDOW
The entry point through which learners respond to formal and sensory
qualities of a subject or work of art. For example: the color, line,
expression, and composition of a painting; the intricate patterns on
the surface of a beehive; or the alliterati n and meter of a poem.

1j,ire 4. 1: Th L,itrj’ Poiiits is W7,n/on’s / a [—bust
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THE NARRATIVE WINDOW
The entry point through which learners reSpofld to the narrational

elements of a subject or work of art. For example: the legend depicted

in a painting, the sequence of events in a period of history, or the

story behind the construction of a skyscraper.

THE LOGICAL/QUANTITATIVE WINDOW
The entry point through which learners respond to aspects of a

subject or work of art that invite deductive reasoning or numerical

consideration. For example: the question of what decisions led to

the creation of an art object, the problem of calculating the overall

dimensions of an automobile, or the determination of which character

in a mystery is the real villain.

THE FOUNDATIONAL WINDOW
The entry point through which learners respond to the broader

concepts or pl sophical issues raised by a subject or work of art.

For example: whether and why calculus is thought to be important

to society, whether metaphors depict or defy reality, or why a

painting (if soup cans is considered art.

THE EXPERIENTIAL WINDOW
The entry point through which learners respond to a subject or

work of art by actually doing something with their hands or bodies.

For example: manipulating the same materials used in a work of

art, producing a p1a about the history of a neighborhood, or

setting a poem to music.

SAMPLE ENTRY POINT QUESTIONS
Bev md the introduction provided above, MUSE researchers provided

participants with a list of sample questions that we hoped would

help to distinguish the different entry points or windows. These

questions emerged from many months of thinking in the Harvard

Project Zen Bauman Museum Seminar in which we came to realize

how difficult it was to come up with questions that clearly and

exclusively demonstrated just one entry point. However, it seemed

to make sense that the interconnectedness of learning would result

in a degree of overlap in spite of the usefulness of singling out

entry points. \Xe presented the following questions from different

entry points as examples that ci uld he p sed to students considering

a painting in an art museum or a reproducticin of a painting in the

cl a s s r 0 0 rn.
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• Ms. Rhonda Poliquin
Ncxv Suncook School
B( x H Route .9
L( )Vell, ME (34( (51

• Mrs. janie Lander
Monson Elementary School
P0 Box 288
Monson, ME ((4464

• Ms. Elaine M. Millen
Educational Administrak )r
Maine School \ dministration
District #61
Lake Regional School District
P() Box 98)
Naples, i\[E 04055

• iMs. Judith Stafford
Lincoln Academy
PU Box 382
Newcastle, ME 04553

• ?\Is. Esther Taylor
Orono High School
14 Goodrich Drive
Orono, ME U44731435

A ?\ls. Dana Baldwin
Director of Education
Portland Museum of Art
7 (Zomress Square
Portland, ME ((4101

• Ms. Betty T. Glidden
Assistant Principal
Palermo Cons. Scho )l
P() Box 160
Portland, ME 04354

I Ms. Terrie S. Rouse
Executive Director
Children’s Museum of Maine
142 Free Street
PU Box 4041
P( )rtland, ME 04101

• Ms. Linda A. Leotsakos
Principal
Indian Township Scho( 4
Princeton, ME (34668

• Mr. Philip G. Durgin, Jr.
Maranacook Community
School
PC) Box 177
Readfield, ME 04355

• Mr. Richard Kent
Mountain Valley High School
Hancock Street
Rumford, ME 04276

• Mr. Douglas I ockwood
Principal
Searsport Elementary Scho( 1,
MSAD #56
Mortland Road
PU Box 466
Searsport, ME 04974

• Ms. I\lary Bilodeau Callan
University ()f Maine,
1 arm i flgto n

Carrahcc School District,
i\ ESAD#74
\Xestern Maine Partnership
Skowhcgan, ±\IE 04976

• Ms. Maric-Noëlle Cès
Bonny Eagle High School

(0 Saco Road
Standish, ME 04084

• Ms. Penelope Plumb
Stoningron Elementary
P() Box 7
Stonington, I\IE 04681

• Ms. Carla Baade Turner
\Xlndham R.E.A.L. School
35 Nigh Street
\‘cindham, ME 04062

A Ni u I dut.itor, I t iher Ni usuni n.i, • .ihrr, S ‘rr reicher, • Prineipal, ) ( )ther
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• Ms. Sarah Barnum

Gilbert School

1 Sunset Avenue

Augusta, ME 1)4330

• Mr. Joseph Mattos

Principal

James H. Bean School

RFD #3, Box 31)1(0

Augusta, ME 04331)

• Mrs. Mm Collins

Principal

jack Elementary School

PU Box 569

Bath, ME 1)4530

• Ms. Roberta Doughty

Principal

Pierce School, MSAD #34

10 (Zhurch Street

Belfast, ME ((4915

• Ms. Sally A. Leclair

P ri nc i pal

Gov. Anderson, George

Robertson School. MSAD #34

School Stieet

Belfast, ME 04915

• Ms. Laura S . Morse Miller

Peirce School

10 Church Street

Belfast, ME ((4915

• Ms. Joyce Sirois

Bo )thbav Regional High School

195A Townsend Avenue

Boothhav Harbor, ME (14544

• Ms. Carol S. Boyce

Pr i n ci pal

l3uckfleld Jr./Sr. High School

RFD #2, Box 255

Buckfield, ME 0422))

• Ms. Macv Hart

Cape Elizabeth High Sch >ol

Cape Elizabeth, ME 04107

• Mr. Michael A. Moore

Director of Secondary

Education

Cumberland/North iarm >utli

Sc h (>01 S

303 Main Street

Cumberland, ME ((4021

• Ms. Glenna \X. Plaisted

Director/ Founder

Riley School
PC) Box 91

Glen Cove, ME 0446

• Dr. Tirn> thv Green

Principal

South Hiram Elementary Sch( >( >1

RR 2, Box 5172

Hiram, ME 04041

• Ms. Darlene Nein

Sea Road School, MSAD #71

35A Sea R>ad

Kennehunk, ME ((4(143

• Ms. Sarah E. Simmonds

t\Iiddle School of the

Kennehunks

57 Fletcher Street

Kennebunk, ME ((4043

• Mr. Steve R. Gagne

(overnc>r James B. Longlev

Elementary School

145 Birch Street

Lewiston, ME ((4240

• Mr. Gary MacDonald

P ri n ci pal

New Suncook School,

MSAD #72

Box H
Lovell, ME 1)4(15 1

A iuutirn I ducator, I ( >tlicr Ni uscurn Prufessir nat, • Teacher. • ‘rt Teacher, • Principal. ‘( >thcr’’
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• Ms. Sandra Karaganis
Principal
Greelev School
275 1airview
\Vinnetka, IL 6( 93

IOWA
A Ms. Suann Evans

Education Director
Octaon Center for the Arts
427 Douglas Avenue
Ames, IA 50011)

A Ms. Ann Marie Haves
Curator of Education
Davenport Museum of Art
1737 \Vest 12th Street
Davenport, IA 52804

A Ms. Pertgv Leonardo
Education Director
Des Moines Art Center
470(1 Grand Avenue
Des Moines, IA 50312-21)99

A Ms. Emily j. G.\Termiliion
(urat ir of Education
University of Iowa
\[useum of Art
1 50 N rth Riverside Drive
Iowa City, IA 52242-1789

• Mr. Rohn Luker
Mason City High School
1700 4th Street SE
Mason City, IA 50401

A iMs . Sandi Beauhien
Curati r of Education
Sioux City Art Center

513 Nebraska Street
Sioux City, IA 511 01

• Ms. Teresa Homer
Andover Intermediate School
1411 North Main Street
Andover, KS 67002

A Ms. Kathrine Walker
Education Coordinator
Kansas State University
Marianna Kistler Beach
Museum of Art
2323 Anderson Ave., Suite 151
Manhattan, KS 66502—29 12

I Mr. Donald E. Knaub
Director
Wichita State University
Edwin A. Ulrich Museum of Art
“X’ichita, KS 672611—01)46

KENTUCKY
A Ms. Kerrv Zack

Education Ci )ordinat( )r
University of Kentucky Art
Museum
Singletar Center for the Arts
Rose Street and Euclid Avenue

Lexington, KY 40506-0241

A Ms. Marion Wilson
(former) Associate Curator of
Educath in
S cho 1 and Family Programs
lB Speed Art Museum
2035 South Third Street
PC) Box 2600
Louisville , KY 41)21)1—2600

LOUI SIANA
)errv Bloomer
Secretary of the Board
R.W. Norton Art Gallery
4747 Crcswell Avenue

Shreveport, L\ 71106

A ?\iusuuni ducan i. I ( )thcr \luseuin Pn ,fcs’i, na!. • Tcachcr, I \rt lcac! cc. + i’iin&iptl ) C thcr’

&(TIVF

tii i1i y.. -

KANSAS

202



A Ms. Kathryn Morice

(Zurator of Education

Eastern Illinois University

Tarbie Arts Center

61K) Lincoln Avencie

Charleston, IL 6192)1-31199

• Ms. Jean Becker

Norvood Park Elementary

5911(1 North Nina

Chicago, IL 61)631

A Ms. Macv Erbach Felt

Museum Educator

Art institute of Chicago

ill South Michigan Avenue

Chicago, IL 6) (603—611))

• Ms. Beverly Verona Greenberg

Grade Read

Francis \V. Parker School

2233 North Clark Street

Chicago. IL 6( (614

• Ms. Jan Hall

Chopin School

245)) West Rice

(Zhicago, 1L 60622

A Ms. Roberta Gray Katz

Curator of Eclucati( )n

Terra Museum of American Art

664 North Michigan Avenue

Chicago. Ii. 61)611

• Ms. Michele Keller

Melody School

412 South Keeler

Chicago, IL 61)624

A Ms. Rebecca Keller

Artist/Educator

946 West 33rd Street

Chicago, IL 61)61)8

i\lanager of School and Teacher

Po gram S

Terra Museum of American Art

664 North Michigan Avenue

(Zhicago, IL 61)6 11

A Ms. Maura C. Rogan

Assistant Director fur Museum

E ci u cation

Student Programs

Art Institute of Chicago

111 South Michigan Avenue

Chicago, IL 61)61)3—611))

A Ms. Marjorie Schwarzer

Museum Educator

Chicago Children’s Museum

7611 East Grand Avenue

Navy Pier

Chicago, IL 61)611-3428

A Dr. David Stark

Senior Associate Director for

Museum Education

Art Institute of Chicago

111 South Michigan Avenue

Chicago, IL 61161)3—611))

• Ms. Macv i° Schave

(former) Monroe School

406 Woods Lane, 4C

Do\vners Grove, IL 605 15

I Ms. Ten Miceli

Museum Manager

Children’s Discovery i\luseum

3$ h )untain Sciuare Plaza

Elgin. 1L 60120-64113

A Ms. Barbara Melcher Brethnrst

Curator of Education

Lakeview Museum of Arts and

Sciences

1125 West Lake Avenue

Peoria, IL 61614

A \iiisuuin I ckic.tr i- I ( )thcr \ Iuseurn Pr fuI nat • fraclirr. \ rt Teacher. • PricpaI, ? 1 h hr

A \[s. Carol Losos
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A Ms. Jane Parkerson
Curator of Education

Polk Museum of Art
800 East Palmetto Street
Lakeland, FL 33801

I i\ls. Cristina Nosti
Executive Director
Cuban Museum of Arts and
Culture
1300 Southwest 12th Avenue
Miami, FL 33129

A Ms. \Vanda Bell Edwards
School Program Coordinator
Orlando Museum of Art
2416 North Mills Avenue
Orlando, FT. 32803-1483

A Ms. Rebecca Russell
Curator of Education
1’\luSeLlm of Fine Arts
225 Beach Drive NE
St. Petersburg, FL 33701

I Ms . Sharon Angeline
Associate Director
Martin County Council for the
Arts
C >urt House Cultural Center
80 East C )cean Boulevard
Stuart, FL 34994

GEORGIA
A j\Is. Katev Brown

Curator of Education
University of (;eorgki at Athens
Georgia Museum of Art
Athens, GA 306( )2- 1719

A i\Is. Elizabeth Hornor
Coordinator of Educ. Programs
Emory University
Michael C. Carlos Museum
571 south Kilg() Street
Atlanta, GA 30322

A Ms. Marjorie A. Drury
Acting Education Director
Columbus Museum
1251 \\‘vnnton Road
Columbus, GA 31904

• Mr. George Dougherty
Principal
Oglethorpe County Middle
Sc ii ( ) ol
Route 1, Box 1070
Lexington, GA 30648

A Ms. Mary Ann Ellis
Director of Education
Museum of Arts and Sciences
41 82 Forsyth Road
Macon, GA 31210

A Ms. Suzanne Mver Smith
(f( )rmer) Education Coordinator
Thomasville Cultural Center
60( East \Xashingt( n Street
P0 Box 2177
Thomasville, GA 31799

HAWAII
I Mr. Tom Klobe

Gallery Director
Department of Art
University of Hawaii Art Gallery
Honolulu, Hi 96822

A Ms. Louise King Lanzilotti
C ura to r of Education
The Contemporary MuseLim
2411 Makiki Heights Drive
Honolulu, HI 96822-2545

ILLINOIS
A Ms. Linda Duke

Director of Education
University of illinois
Krannert Art Museum
50) East Peabody Drive
Champaign, IL 61820

A Nlnseuin ear r, I )ther Nluseurn Pr, fesse,n.il, • Teacher, • .\rr Teacher, • Prmcipal, ( )ther’’
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• Ms. Jacqueline Norcel

Principal

Tashua School

401 Storehouse Road

Trumbull, CT (16611

• Sr. Mary Anne Powers

Director/Principal

Children’s Community School

31 \\olcott Street

Waterbury, CT ()67( 12

• Mr. Robert Loebell

Hall High School

975 North Main Street

West Hartford, CT 06117

• Attorney Tohn Bartosz

West Haven High School

Circle Street

West Haven, CT 06516

A Ms. Margaret Zaccbei

Director of Education

Webb-Deane-Stevens i\[useurn

211 Main Street

Wethersfield, CT 06109

• Mr. Kevin Brennan

Principal

Beecher Road School

41) Beecher Road

\\oodbridge, CT 06525

DISTRIcT OF
COLUMBIA
A Ms. Susan S. Badder

Curator of Education

Corcoran Gallery of Art

500 17th Street, NW

\\‘ashington, DC 20006

A Ms. Margaret T. Bender

Do cent

( )ffice of Educational Pro&rams

National Museum of American

Art

Smiths( inian Institution

WashinLrton, DC 2056))

A Ms. Nora Panzer

Chic f
Office of Educational Programs

National i\luseum of American

Art
Smithsonian institution

\Vashingt in, DC 2056))

FLORIDA
I Ms. Alison Devirie Nordstrdm

Director/Senior Curator

Southeast Museum of

Photograph

120)) \\est Internatl( ma!

Speedway Boulevard

PC) Box 2511

Daytona Beach, FL 32120—251 1

A Ms. Marianna Adams

Curator I )t Education

Museum of Art

1 East Las OHs Boulevard

Ft. Lauderdale, FL 3331)1

A Ms. Claire ()rologas

Assistant CLirator of Education

Ham iNEuscum of Art

PC) Box 11271)1)

Gainesville, FL 326 11-27)11)

I Ms. Jean Hall-Dodd

Director, Art (;onnections

Cummer j\luseum of Art &

Gardens

529 Riverside Avenue

lacksonville, FL 32204

A \i useum I :lucatr,r i t her Museum PrFessii,na1, • Teacher, • 1rt Teacher, • Principal. .( )rher’’
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• Ms. Catherine Charette
Meriden Health Department
165 Miller Street
Meridcn, CT 06450-4283

• Ms. Gail Freeman
J( )hfl Lyman School
196 Way R( ad
Middlefield, CT 06455

• J\ls. Francine E. Barrows
4() Pine knob Terrace
i\lilford, CT 06460

• Ms. Nancy Allen
Naugatuck High School
543 Rubber Avenue
Naugatuck, CT 06770

• Mr. Russ Firlik
Principal
SoLith School
New Canaan, CT 06840

• Dr. James M. Boger
Principal
Fair Haven Middle School
164 Grand Avenue
New Havcn, CT 06513

• Mrs. Sandra R. Delia Pietra
Clinton Avenue Language
Academy
293 Clinton Avenuc
New Haven, CT 06513

A Ms. Janet Saleh Dickson
(;urat( )V of Education
Yale University
Art Gallery
Box 208271
New Havcn, CT 06520-8271

A i\Is. Dawn Estabrooks
Education Assistant
Lx’ian Allvn Art Museum
625 Williams Street
New London, CT 06320-4199

• Ms. Joan Heffernan
Buckingham Schuol
183 Cedar Street
Norwich, CT 06360

• Ms. Virginia Theis
Old Greenwich School
285 Sound Beach Avenue
Old Greenwich, CT 06870

• Ms. Margaret O’Shea
Principal
Regional School District #18
Lyrne Consolidated School
Route 156
Old Lvmc, CT 06371

• Ms. Elaine Green
School Director
Elmcrest Hospital
25 Marlboro Street
Portland, CT 96480

• Ms. Deborah Dunn
Putnam High
Sch )olhouse Drive
Putnam, CT 06260

• Ms. Joyce Hannah
N ewtown High Scho( 11
Route 34
Sandy Hook, CT 06482

• Mr. Greg Plunkett
Principal
South \Xindsor High School
161 Nevers R )ad

South Windsor, CT 06074

Dale Drzwecki
Director, Unified Arts
Rcg. #15 School District
Southburv, CT 06488-1915

• Mr. Kris Bria
Director
Long Ridge School
47$ Erskine Road
Stamford, CT 06903

A Muscum I duciri it, I )ther Muscum Piofcssii md, • ‘l’cachcr, • rt Teachur, • Principal, I ‘‘( )thcr’
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A i\ls. Patterson B. \\illiams

Dean ot Education

Denver Art Museum

100 \Vest 14th Avenue Parkway

Denver, CC) 80204

CONN ECTIUT
• Mr. Michael F. Bucldev

Principal
Avon High School

310 West Avon Road

Avon, CT 0601

• Mr. Ronald F. Theriault

Vice Principal

Bloombeld High School

Bloom field, CT 060( )2

• Ms. Pegiv i1uscente

Principal

Brooklyn Elementary Sc boo I

119 Gorham R )ad

Brooklyn, CT 06234

• Ms. Lucy S. Mehta

P ri nc i pal

Regional School District #10

Lake Garda Elementary School

61 i\lonce Road

Burlington, CT 06013

I Mr. Christophet- Rose

Jack jackter Elementary School

315 Halls Hill Road

Colchester, CT ()64l 5

• Ms. Mary Ellen Pacific

Henry Abbott Technical Scho )l

Havestown Avenue

Danbury, CT 06811

• i\lrs. J\largaret Mcintyre

East Haven High School

200 Tyler Street

Last Haven, CT 06437

• Ms. Donna Denniston

Principal
Samuel Staples Elementary

School
215 Center Road

Easton, CT 06612

• Mr. Michael J. Galluzzo

Principal
East Farms School

25 Wolf Pit Road

Farmington, CT ()6 )32

• Ms. Cheryl Bennett

Art Teacher

Annie Fisher School

280 Plainfield Street

Hartford, CT 06112

• Mr. Jeff Brohinshy

Martin Luther King Jr.

Elementary School

25 Ridgefield Street

Hartford, CT 06112

• Ms. Cindy A. Harger

Annie Fisher School

280 Plainfield Street

Hartford, CT 1)6112

• Mr. John Karrer

\\eaver High School

415 Granhy Street

Hartford, CT 06112

• Dr. James Thompson. Jr.

Principal
Simpson—Waverly School

55 Waverlv Street

Hartford, ( T 06112

• Ms. Eileen Godbout

Keeney Street School

179 Kecnev Street

Manchester, CT 06040—7017

A ‘\IuseLIrn I ducan r, I ( )thrr NI useum PrnFes-i na!. • TfLchrr. • Art Teachur. • Pu ucipa!. I ( hcr

•1
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A \Is. Cheryl C. Kiddoo
Curator of Educati ,n,
Interpretation

San Jose Museum of Art
11 () South Market Street
San Jose, CA 95113

I Mr. Robert Pedretti
(former) Director
Egyptian Museum and
Plane tan urn

1342 Naglee Avenue
Rosicrucian Pat-k
San Jose, CA 95191

I Ms. Julie Scott
Director
Egyptian Museum and
Planetarium
1342 Naglee AvenLie

Rosicrucian Park
San Jose, CA 95191

I i’lr. Cameron Cartiere
Curator
Falkirk Cultural Center
140$ Mission at E Street
PC) Box 151560
San Rafael, CA 949 1 5-156))

A i\ls. Deborah Borrowdale-Cox
Director of EdLlcati( )n
Santa Barbara Museum of Art
1139 State Street
Santa Barbara, CA 931(31

I Ms. Rita Fern
Assistant Director
Santa I3arhara Contemporary
Arts lorum
653 Paseo \LICVC)

Santa Barbara, CA 93191

I Mr. Charles Huger
Executive Director
Art Museum of Santa Cruz
County at the McPherson
Center for Art and History
705 Front Street
Santa Cruz, CA 95060

A Ms. Diane Brigham
Head of Education

3. Paul Gettv Museum
PC) Box 2112
Santa Monica, CA 90407-2112

I Ms. Chris Acuña-Hansen
Art Gallery Director,
Photography Instructor
Rio Hondo College
36(10 Workman i\ lull Road
Whittier, CA 90601—1699

cOLORADO
A Ms. Ashley Kasprzak

Teaching Assistant, Asian Art
Education Department, Adult
Programs
Denver Art Museum
1(H) NXest 14th Avenue Parkway
Denver, CC) 80204

A Ms. Marilyn Knox
Co(-)rdiIator, Provisional
Docent Training
Education Department
Denver Art Museum

(HI West 14th Avenue Parkway
Denver, (20 80204

Mr. Timothy 1 Standring
Associate Professor
Unjversity of Denver
School of Art and Art History
Denver, (20 80208

A NIuseun cIucu ,r, I ( )thcr \ lu-uni Pr fr-s si nal, • Teacitur, • .\ it Tearliir, • Principal, -. ( ii

196



P R 0 J JL T

A Ms. Cynthia Harnisch

Director of Education and

Programs

Autrv Museum ot Western

Heritage

471)0 Western Heritage Way

Los Angeles, CA 90027—1462

A Ms. Lana Norton

Assistant Museum Educator

Los Angeles County MuseLim of

Art
591)5 Wilshire Boulevard

Los Angeles, CA 90036

A Ms. Noelle Toal

Assistant Director of Education

Gene Autrv \X’estern Heritage

i\Iuseum

4701) Western Heritage Way

Los Angeles, CA 90) )27— 1462

A Ms. Carol Zawatskv

(former) Museum Ed ucat )r

Skirhall Cultural Center

2701 N )rth Sepulveda Blvd.

Los Angeles, CA 90049

A Ms. Barbara Henry

Chief Curator of Education

Oakland Museum

1000 ()ak Street

Oakland, CA 9461)7-4592

A Ms. Karen Nelson

Interpretive Specialist/Art

Oakland Museum

1111)0 Oak Street

Oakland, CA 946)17-4592

A Ms. Sidney \Villiams

Director of Public

Programming
Palm Springs Desert Museum

101 Museum Drive

P() Box 2255

Palm Springs, CA 92263

A \ls. Margaret R. Foss

Education Coordinator

San Bernardino County Museum

2024 Orange Tree Lane

Redlands, CA 92374

A KD Kurutz

Curator of Education

Crocker Art Museum

216 0 Street

Sacramento, CA 95514

I Ms. Diana Gaston

Associate Curator

i\ I useum of Ply tographic Arts

1649 El Prado

San Diego, CA 02101

I Tori \\. Ocr

Art Director

Ivid Communications

3071 Dalles Avenue

San Diego, CA 92117-5517

I Ms. Calandra ?1. Bush

Administrator

Musco Italo Amnericano

F rt Mason Center

Building C

San Francisco, CA 94123-1221

I Ms. Elsa Cameron

Director
Bureau of Exhibitions,

Museums, and Cultural

Exchange
San Francisco International

Airport
P0 Bux 5007

San Erancisco, CA 94125

A ?‘ is. Deborah Kh chko

Director rif Education

Ansel Adams Center for

Photography

25)) Fourth Street

San Francisco, CA 0411)3

A \iucum I ducan ir, I ( )tlicr \ I useuni Pruf innai. • Teacher. • \rt Teacher, • Principal. I ( )t her’’
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I Mr. Scott Ward
Executive Director
Downev Museum of Art
11)419 Rives Avenue
Downev, CA 90241

I ?ls. Cynthia Abraham
Arts Supervisor
Olive Hyde Art Gallery
City of iremont
P0 Box 5006
iremont, CA 94537

I Kaywin Feldman
Executive Director
Fresno Metropolitan Museum
of Art, History and Science
1515 Van Ness Avenue
Fresno, CA 93721

A Ms. Wendy Fries
Director of Education
Fresno \ letropolitan M useum
f Art, History, and Science
1515 \Tan Ness Avenue
1resno, CA 93721

I Mr. Ed Subev
(former) Executive Director
lresno \letrop )litan \l uscum
()f Art, History and Science
15 15 \T1 Ness Avenue
Eresno, CA ‘)372l

A Ms. Aimec Kraus
Education Coordinator
Fullcrt( n i\luseum Center
301 North Pomona Avenue
Fullerton, CA 92632-E)27

A 1s. Sbaia n Treaclgolci
Education Coordinator
i\luckentbaler Cultural Center
12(11 \\est Malvern Avenue
lullerton, CA 92633

I Ms. Arahella Decker
Past President, Building Board,
Coastal Arts League Museum
C Lirator
Coastal Arts League
52)) Kelly Street
Half i\loon Bay, CA 94019

I Tony (lark
Executive Director
Severin \Vunderman Museum
3 Mason
irvine, CA 92718

A Dr. Seonaid McArthur
Education Curat( )r
i\Iuseum of Contemporary Art,
San Diego
70)) Prospect Street
La J( )lla, CA 920374291

A Ms. Adele Lander Burke
Direco r 1 )f Education
Skirball Cultural Center
2701 North Scpulvrda Blvd.
Los Angeles, CA 90049

A Ms. Jane Burrcll
Head, Museum Education
Los Angeles County Museum of
Art
591)5 Wilshire Boulevard
Los Angeles, CA 901)36

A \1s. Carla Fantozzi
\ I an age r
Office of ‘south Arts and
Education
City of Los Angeles, Cultural
Affairs Department
433 South Spring Street
Tenth Floor
Los Angeles, CA 901)13

A \luseuni I i, I ithut \i usun Pr fessin.il, • ‘teacher, • Art Teacher, + PrinSpal, I — ( )ther’’
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UNKNOWN
• Anonvnous (2)

• Carroll Conlev
Principal

• Mr. Robert Consigli

P ri n ci pal

• Mr. James Frail

Principal

I Mr. Ednev L. Freeman

Arts Department Chairman

A Ms. Sue Robson

Vo1inteer and Exhibit

Co rd i nato r

• Ms. Kristina \X’ikandcr

ALABAMA
A Ms. Deborah Taylor

Education Director

Huntsville Museum of Art

Monroe Street

Huntsville. AL 3581)1

ARIZONA
A Ms. Kathryn Blake

Assistant Curator of Education

Phoenix Art Museum

1625 North Central Avenue

Phoenix, AZ 85004-1685

A Ms. Jan Kiulick

Curator of Education

Phoenix Art Museum

1625 North Central Avenue

Phoenix, AZ 85004-1685

A Ms. Gina Laczko

Educational Services Manaier

The Heard Museum

22 East Monte Vista Road

Phoenix, AZ 85004-1480

A \1s. Heather S. Lineherry

Curator of Education

Arizona State University Art

i\ I US CU rn
Nelson Fine Art Center

Box 872911

Tempe, AZ 85287-2911

cALI FORNIA
• i\lr. Joe Farias

Principal
Castro Valley High School

1940 Santa Maria

Castro VaHev, CA 94546

A Soo Hvon Kim

Education Intern

Scripps College

Ruth Chandler \Villiams m

Gall e rv

I 03() Columbia Avenue

Claremont , CA 91711-3048

A Ms. Margaret O’Brien

Getty Education Intern

Scripps Coliegre

Ruth Chandler \Villiamson

Gallery

1030 Columbia Avenue

Claremont , CA 91711-3948

I Ms. Betty Disney

Gallery Director

Cpes (Zollege

Fine Arts Gallery

9200 Valley View Street

Cypress. CA 91)63(1

A Ms. Eliza Gozar

Intern
Downev i\Iuseuni of Art

10419 Rives Avenue

Do\vney, CA 00241

A [uuun Iduca1(,r, I ( )ht \iuuni Prie nrial, • Teacher. • .‘rt Truber, • Prinrip.I. ‘( )tbr’
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and helped us to build viable prototypes. This form of wide-open

collaboration has benefited from its scope and been constrained by
our inability to get to know each collaborator as well as we woLald
have liked.

Our hope is that MUSE participants will carry the mantle of this
work beyond the life of this prolect and stay in touch \Vith one
another around ideas of common interest. It is through such open
and dedicated communication that we vill best keep our promises
to the learners we serve and from whom we benefit most dearly.

e close this document on the same notc on which it began, filled
with gratitude for the marn’ individuals who have contributed to
this work and whose voices resound throughout these pages.
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PROJ TM POINT OU ESTS

11I

• I don’t know. I feel that to use (.t EST I would have to adapt it to my specitie

audience. I am not sure that the teacher who uses it can he completeR spo 01

fed and still have it be effective. It might be interesting if teachers were

presented with a variety of ways to adapt Q[EST to their differini needs. An

open, creative element is necessary to feel it can work for von.

• I am open to any new developments or directions, as weti as further research in

the area of deveb ping materials like the nes von have produced.

• A look at clasrom prep and follow up for museum exhibits.

• Variations to help students in reflecting on exhibitions, collections of their

own and their classmates’ art work.

• Adopting “QR’ET” for ther kinds of museums (science, industry, history,

ethnology, etc.)

• Keep promoting this kind )f study And publicize it as much as possible,

especially in newspapers and national magazines—including the “general

public arena.

FINAL REFLECTION ON OUR WORK

TOGETHER
For our part. Project MUSE has been a very sh irt term project. with

an apparent long life after. Almost every week that has passed since

the data contained in these pages were compiled, we hear of a Project

MUSE workshop cir a group of educators adapting the materials in

new and exciting \vavs. One coilahi rator teaches a course on

Project MUSE! Numerous MUSE participants have called and asked

for \vavs to keep in touch with other rrticipa1ts who have been

using the tools and may continue to use and develop them.

As an effort to facilitate such ongoing communication, Appendix A

of this document contains the names of active MUSE participants

sorted by country and state. Furthermore, we continue to plan to

have a Project MUSE websire through which participants can

comniunicate around some of the questions and issues that have

been raised in this final chapter.

\Ve agree with those participants who pointed out that ve have

just begun to scratch the surface of these developing ideas. We

hope that the individuals who have been involved in this work will

continue to dig deeper into the resources of Inquiry, access, and

reflection, and their potential to provide channels across learning

in schools and art museums.

We feel privileged to have had the chance to communicate with so

many respondents who are active in the arenas which we study. In

this work we have been the designers (if the test vehicles, but the

expert practitioners in the field have breathed life lfltO the designs
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• Ihe dialogue.., the networking ...sharing of ideas. t sing these materials for
awhile.

• Materials for pre—schoolers to get them “looking” and analyzing. Support
material to educate teachers in using materials or visits to art museums.
Demythologizing art museums and understanding and enjoying art. QUEST
is a go d start for leaders to do on their own before class visit. i\laterial can
also he done/used in “classroom museum.”

• J7i5 Geflru,e Game has been a very welcome tool for our museum. \Ve have
only two galleries, and no permanently hung collection, so the Game has
become our most reassuring tool for docents to engage others in the
experience of art. Please don’t give up!

• I think you ire on the right irack. \Ve all need to come up with tools and
skills that will make reaching art and visiting art museums fun, enriching—
and natural! Maybe then art will be an indispensable part of an’ school’s
currieLilum, or any community’s cultural offerings. Maybe someday we will
be teaching the “3 arts” as well as the sanctified “3 R’s.”

SCHOOL RESPONDENTS
• Focus on science museums, live theater, history museums, crc.
• I am particularly interested in Children’s \luscums with a focus on “hands—

on’ activities. I would like to use social studies themes—historical
basis for interaction. This would be very useful to me

because I think understanding occurs when the student is immersed.
• I will usc many of the activities—omitting only those n( t as appropriate for

first graders.

It should be integrated into the school curricula nati( )nwidc. It may seem
impossible, but it could be eventu:illv accomplished. Moreover, university
icacher training programs would be interesting in knowing how to incorporate
irs methodology into their curricula. StLident teachers would greatly benefit
from learning more about the strategies used in the Project MUSE.

• Expand to other kinds of museums—beyond art to artifacts.
• The business of museum visits, viewing works of art, technicues for deep

ippreeiation and evaluation of works of art, and the introspection and self—
ev,iluation of the learning mind, all seem to have been well covered in the
present State of Project MUSE. What direction the project may take, in art or
branching our rherefo m, can only benefit the field of education, given the
honest, intelligent, and collaborative efforts of the research team.

• .-\nv specific guide books or bibliography of materials that the non—art
certified teacher can consult as she prepares lessons which focus on art will
help mc. As an undergrad there was but one course that I took (of the .3
possihle. in grad sehi ui my sole art course (which I loved) focused Ofl
archeology and literature.

This has been a wonderful “pen pal” situatu in for me. I’m I oking f irward
t the f rthcoming publication. Please alert me when it is ready. Thanks.

• The format—tasks with related readings and feedback (which actually is a
nice reflection process for the rcacher is most sensible o me.

What about ieru,il museum/classroom/school partnerships rising this
format? \\h:it about tracking QUEST in a class for a year to observe how
responSes dc\-elop
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ON POSSIBLE FUTURE DIRECflONS

Respondents to the final mailing were (“absolutely”) receptive to

the idea of further work \vith Project MUSE. Selected final c mments

(directly quoted below) from both museum and school educators

reflect their ideas for future research and their tinal thoughts on the

project’s work.

MUSEUM RESPONDENTS
• I would like to hear suggestions by other participants in this project on how

to use these OUESTs. ,\lso, I would he interested in loolcine more into the

school/museum relationship—how these QLESTs can work in both places,

or pLo off each other.

• I would like to know about various wa’s The Enti’i’ Psat lppmnae/ has

successfully been used.

• I would like to hear how and what people have successfulls’ done with

kindergarten through yracle .

• Further educating docents and teachers. Creating some gallery games itid

suggestions—such as writer projects or video projects, etc. Also having a get

together with parricipants—.—cc)nference style.

• nvrhing on-line, CD-RONI

• Evaluation.

• I am interested in further development in relation to curriculum design and

development, working on projects in relation to individual entry points,

doing training in The Enter Point .ipprnaeh. Entr points in relation to folk

art and folk art traditions.

• \Ve have a special interest in teacher training and doceni training based on

Project MUSE approaches—encouraging both teachers and docents to use

the mLiseum in more open—ended, integrative ways; rather than simply

in Ci r mat io ii a I.
The challenge for us is to partner with teachers and schools to explore

these approaches collaborativelv over tune. I feel like we’ve j ust barely

tested how these materials might work, be used, etc.

• To adapt the format to a more user friendly device. ‘ possible short video

rape using the ‘‘improved version may he of assistance in training docents.

• Last winter the museum conducted it’s tirst cooperative workshop for local

elementary teachers and docents using the materials and a facilitator.., based

on the DBAE curriculum. The participating teachers were given 7E (o’,a i’ic

Ca,,ie and articles delineating the therrv behind it, but without follow—up.

\\e would much appreciate materials designed for use in a workshop format.

• I would like to see you select the most interesting and exciting m,1uestmons and

arrange them, by category, in a round format, with the center representing

any specific work of art. An overlay could then he attached with a large

enough “pie shape’’ cut out to expose one group of related dluestions at a

rime. Thus, a teacher or docent could select the most relevant e1uestions for a

particular work. This format would work better, I think, then the awkwatd,

repetitive individual ‘‘QtTEST” booklets. The single ‘‘art wheel” would he

much more usable for me.
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School respondents spoke positively about their cxperiences working
with us and about the opportunities they found for learning anti
discovers’ in our developing tools. Selected direct quotations follow:

C )ne of the problems I faced was the lack ot field trip moneys to visit
museums. We did visit one and used prints, etc. in the classroom.

This has been a great learning experience for me. I have been learning
with my students. I had been using some of the ideas before, but a whole
new way of h ioking at art was presented to me. Thank you.

• I’m very pleased wth the way the children appreciated the art we looked at
and were willing to disctiss their thoughts. Our trips to the museums.., were
very successful.

Being part (if a work in progress is exciting. I’ve enjoyed the sharing process.
I’ve learned more about learning.

• It has been rewarding and a learning experience in terms of finding new
strategies to present works of an to m students.
Thank you for the opportunity. I used these ideas with art to enter into reading
and writing. I will not be ahle to use QUESTs this school year. I will plan to
tise next year.

• Each of the (unIv 2 so far) times we have used Project MUSE (old form).
once in the muscumi and once in a cl:issroom with large prints of paintings,
the results have been very gratifying. if Pro)ect MUSE did nothing else (and I
expect it will accomplish much more indeed), it would he a wonderful tool
for teachers to use on having their students consider works of art with a
structure of s iTie sort rather than going in e Id and asking vague, directionless
questions, hoping for something like esthetic appreciations in oral and
written comments. Pro)eet ?s[USE not only provides a firm, sound structure
which permits a teacher to use the relevant questions about a work of art, but it

causes students to dwell longer in an intelligent consirleration of the \vork,
deepens the \‘ie\\’er’s’appreciation of it, and c.iLises the sturlent to reflect
upon his or her own capacity for appreciation of such \vorks in the future.
I have become more and more interested in “mixing” the arts in my writing
and English classes since your materials have “crossed my desk.” In fact I
have volunteered to reach an interdisciplinary eoLirse next school year. it
will focus on the 50s, (iUs, 7Us as decades of change. \Iv role \vill involve
literature, art, and music.

This has been helpful in terms 0f my classroom teaching. Both the readings
and the tasks have been interesting. Because the QUEST was so readily
applicable, participation was easy. This ts’’a great way to listen to and
observe children’s thinking.

• 1_osed it. It has made rue examine the premise behind all the treasure hunts I
have written antI the questioning I have done.

• I enjoyed reading your materials and founrl similarities to many approaches we
use in art education. I plan to share these resources with nw art ed students.
undergraduate and graduate students seeking certification for art education.

• It was interesting and thought provoking to watch the process and evolution
of the materials and to test some (if them with my students of various ages in
examining their own work aod the work of others.
Glad to do it because yorir approach is one I believe in.
Thank you for including me as a participant in Pro)ecr MUSE.

SCHOOL RESPONDENTS
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permanent collection with their regular subject matter. This was their third

and last meeting where they shared what they had done with their classes.

After that, 1 gave a brief background on Project Zero, Project i\EUSE, and Tin’

(eecri (irne

I had them review the Sample Entry Point Questions. and most said

thee liked the Narrative Entry Point. Not surprisingly, they also said thee had

the most trouble looking at/finding meaning in abstract artworks So we

went as a group to an abstract expressionist painting in the gallery and used

Tin (u pie Game as a starting pornt tor exploring this work. There were

still lots of i.jucstions of \vhy was this art. etc. but after lots of coaxing and

reassuring they were able to look at the work and answer si me of rhe

ruestions in the Game. We spent about l() minutes examining the artwork.

They did like the idea of Tue (jierjc Gauze to use with their students when

looking at slides iid reproduction, because it gave them a resource for

where to begin a discussion with students about artxvorks.

The old Geiitrie Game was also used with seven first and eeond grade

teachers who have also been a part of the mLiseum/school partnership and

have been to the museum for meetings. In the art gallery, after a brief

introduction about Protect \H.1SE and Tin (,ujep’e Game, they were divided

into smaller groups and given the task to choose am, artwork they wanted

and use lie Geiierie Gauze as a tool for loi iking at the art.... IThel Educatu in

Coordinaror. . . was delighted to discover that with the aid of Tie Geiuinc

(,a,,ie they looked at their artwork for about 30 minutes. and probably could

have gone longer, except for time constraints of the meeting.. \fter their own

discoveries, we had each group share their findings and the amount of

details they spoke about and the kinds of personal connections thee made

were thoughtful and thorough.

I do like the premise of the entry points and the old (,rm

since one does not need art history or appreciation information to respond

to an artwork. I realize that the focus of this project is strictly art oriented,

however, many of the r1jiestions could be adapted to individuals looking at

history objects.

• It was iTlOst enjoyable to work with these materials, though wish we’d been

able to do it with more schools and students. This experience has enhanced

materials in our teacher packets, and affirmed similar things we were doing.

Probably the nicest thing for use was the collaboration that resulted with a

collegel and their student teacher/education majors—an association that we

hope will deepen as together we explore Prolect MUSE possibilities.

• Direct engagement of children with the art is very successful and significant

improvement in interaction has been my experience.

• I was excited last year (I t)94) when Tin’ Gein’rie (,ami’ arrived because it

was so clear and nonthreatening. We have given that booklet out to teachers

and parents who accompany classes. I also plan to make it available to an

Elder hostel class I teach... I am changing the format for this class to include

the “ten rjuestions” analysis of various master works in two of the sessions.

• I enjoyed it. ‘sotir work has given me much food tor thoLight. I wish I’d had

inure time to experiment with people. I have primarily used v air ideas with

adults with modifications. I don’t think the current set irks fur adults as is.

Seems more directed to children.

• l-lappv to rarticipate. felt input was valued and considered. I laying pr iject

spread out over time allowed for ideas to gel and develop.

(J E GT

a’ii :1
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TH c IN RY POl NT OUSTS

OTHER
It would he good to transform it Into a software, so the general audience can
use it as well.

• \lv students would enov this more if they could chm se the entry point which
most appealed to them. That would be a way for everyone to experience art in
the most enjoyable manner, and would create livel diSCuSSion of those x’ho
used one booklet, met and discussed reactions, and at least a spokesperson
from each entry point explained their viewpoint to the group at large.

MUSE RESPONDENTS’ OVERALL
COMMENTS

ONOVERALLPARTI:IPATION IN PROJECTMUSE
\Vhilea number of participants pointed out that the’ were pleased
to see their comments and suggestions incorporated into the MUSE
products, a few respondents told tis that they had hoped for more

direct feedback to their individual comments and contributions.

Throughout the collaboration, we tried as often as possible to
respond to direct inquiries and letters that were included with
respondents’ comments. Nonetheless, with so many collaborators,
it was difficult to respond consistently on an individual basis. \Vc
too would ha e liked to have had more rime fi r such a direct
rapport, but hope that respondents recognize our careful attention
to iH comments and vigorous attempt to incorporate them into
final products that reflect the many voices contained in qu( tation
in these pages and imprinted in the MUSE learning tools.

MUSEUM RESPONDENTS
The following direct quotations reflect the range of comments shared
hv the museum respondents who completed the final mailing:

• I have enjoyed my l35it1ciPiitioi in this project. I am not sute I have been a
great help to you because I don’t exactly meet our deadlines. It has given me
tools to work with in planning school programs at the museum.

• I enjoyed the materials, but I felt there was no feedback to my feedback.

• \\e arc grateful to have been included.

• I’d like more feedback about all the information that I sent in! It took inc two
months to o unpile information, I spoke to approximately 21) dueents and
the’ all want more information and F(>LL( )\\ t

• I think this was a very important process. In developing materials, I believe
that it is always important to get as many ideas as possible, as long as there
is one voice to create them!

• I think I just got in by chance, last minute. I am thrilled to be able to participate.

• I used the old I/era- Geme with five fifth grade teachers who have been
rking on ii museum/school partnership and have been to the museum

meetings on developing classroom eutrieulLirn combining artw rks from the
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qrstions presupposed involvement and others can work to provoke interest)

and what they expect to do with the experience. \fost of the recent experiences

I have bad with students are designed to stimulate their ability to see, to get

them to learn how to look at particular kinds ( )f art—painting, sculpture and

architecture, and to come away from the experience with either historic or

aesthetic ideas.
I have tried your questions in the classroom showing slides to classes of

students. 1or many years I have used the same questions in regular academic

classes to help students to learn what to look for in order to understand what

they are seeing when observing a work of art. In Social Studies we are apt to

h ok for historic and economic answers: in English we use content as metaphor.

n studio classes we examine technique and formal values.

I will be working with an adult audience and hope quesru (ning

techniques will help them to approach art with a less )udgrnental eve and

thus open up a world of riches and pleasure. If they can learn to ask

themselves key questions they will not need those hours of dull, anecdotal

lectures one hears in so many museum galleriesl

I also see some approaches in QUEST as stimulating creative thinking

for both writers, artists and musicians—in this sense it is a stimulation for

your audience.

• In class, to make this questioning a part of our prograrni’routine was important.

This meant that some days we would do univ one question and other dos

several, but over time we used the process again and again. This seemed

very important given the development in the students responses.

• [n my writing classes we use transparencies of art work and postcards/

calendar book pages of artwork which I’ve purchased and laminated .‘slans’

students really do respond with more imagination, greater vocabulary

variations, and with more emotion when a painting is part (if the pre—writing

stage. It doesn’t matter if we are writing free verse, a rn re regimented petic

style, a prose pei, a story, or even script/screenplay variations. .\ visit to

the... Museum’s folk art exhibit was glorious. All sorts of writing, including

song lyrics, grew out of it. The (.)UEST booklets I have now would have

been a perfect accompaniment. I’ll use them next year when we visit again.

IN MUSEUMS
1) The QUESTs would be ideal for field trip use—periodic trips made by a

class studying science, art, social studies, history. etc. 1 would divide a class

into small groups or pairs and have them come back to the large group later

to share their findings.
2) The (.1’ESTs would also be great for ise in museum art classes for kids

(to get the students looking, thinking, and seeing before beginning a studio

activity.)

• Students examine, review pieces using each Entry Point QUEST. one

piece—one Entry Point QUEST—over a period of time—students will find

their strengths and work on other (iEST entry points to develop their skills

and abilities The inure exposure students have the better the responses

and attitudes will be.

• This activity could be used in museums and schools with children who are

reluctant to express their feelings when viewing artistic works it could be

used with students at all levels of learning and if a dedicated reacher gives

reinforcement and works with genuine enihusiasm, the final results should

be quite psii.
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• fhcse would also he great for a family visit to museum and the family can be
the “group.” Format is great for group work no matter what size.

• Try to expand on the original (Jiaeric Game to include a collection of
uestiuns from the various learning styles addressed in the QL’EST booklets.

SCHOOL RESPONDENTS
The school respondents hadarange of ideas for using the QUESTs
for students of varying ages. As can he seen in the foHowing directly
quoted suggestions, school respondents thought that “entry point”

grotips of students might he formed which would go in different
directions, each group pursuing one QUEST and then retiarning to
compare their findings. Additionally, included in their suggestions
is the recurring idea of using the approach to consider students’ own
works of art. Suggestions for use are directly quoted and grouped
helow as in school, in museums, and other.

IN SCHOOL
• I. Annual art shows (presenting very much on my mind)

2. A set up iif opposing viewpoints, e.g., Romantic and Neoclassical or
Nonobjective and Pop Art or Cave Art and Miro!
3. Re: museums. Break groups down into reds., yellows, blues, etc.
4. Have kids use on own portfolios
5. Have use on kids’ (children’s) work and compare bow each sees
the art.
I have many more ideas—call me 5ometime!

• As museums ire nor places where classes can discuss paintings at length in large
groups, I think that... one (if our language arts teachers did the right thing when
she had her students purchase a postcard of the painting in the museum
hi iokstore for further discussion in the classroom on the following day. This
seems to be a tine idea for length;, uninterrupted discussion, and pernots the
reacher to extend the consideration (if each art work to a 2— or 3—day period.

• I used the i.uestions for my Art I high school class of 25 (a wide cross section
of ages, skills, motivation, experiences, mterests) as part of their final exam.
They did a series of 3 drawings of a single item in varied stles Sand materials
and selected (inc to answer the questions about. Two interesting
observations about their responses:
1. Almost all of them felt the;’ liked their drawing better after answering the
pestions because the; “thought mi ire about it.” Tbev did not see the
1uestions until after the drawings were complete.
2. 1 found that the most articulate and thoughtful written responses came
from my less skilled visual artists. They weren’t necessarily the most reflective,
but were (iften more creative. Perhaps validauin for multiple intelligences,
rigbr/lefr hemisphere preference or simply an added effort ro compensate in
an evaluation situatitin for their weaker skills.

• I think the person who rises the r1oestions must first know his’audienee, their
level of edLieatiin, interest in the sort of exhibit that they will see (some

• Some of the rluestioim c:in be used to introduce a single work, after which
children can apply the same cjuestions (a few i inly!) to the other works in a
particular exhibit.
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discussing organizing a teacher training workshop at the museum (1—2 days

long) based on hit En/n Psmt Q(’ESE[s. As we do nor often get to work with

school children over a long period of time (many only pass through once a

year on a field ttipj. “training” teachers to use these materials who could

then arrange Project \1USE style field trips at the museum by contacting us

seems like a viable and effective idea. We’d like to have copies of the hooldets

available for any groups that would like to use them with students for more

interactive style totirs.

With a group of students for only an hour (typical tour rime). It might he

hard to ger through all the questions in one QUEST. I am trying to follow

some of rhe questioning, hut it is difficult to keep it up. Picking and eho ising

questions from the diffetent QUESTs seems to work, although. maybe I am

missing something when I dt) this,. By picking and choosing you do covet a

range of information and a variety of students might be willing to answer

some of the different questions.

WITH DOCENTS
• It would be ideal to discuss wirh doeenrs which of these entry poinrs would

he most appropriate for a given show. They also emphasize the importance

of asking questions in order to engage the viewer/s.

• Ti) he used in training art museums doeents:

1. To learn how to fot-mulate questions about art objects that encompass all

five entrv.ipproaehes.

2. TI) learn about themselves by answering questions about art objects that

encompass all five entry approaches.

3. As a stimulation for discussion.

OTHER
• 1) increase ihe teaeher/doeenr’s awareness of differences in cognitive styles

2) then be very clear on the artistic objectives.

• A possible adaptation xvould he to tise several artworks in an exhibit and

pre-seleer one or more “entry points” for each.

• .\vailable for families to rake as they enter rhe museum. Sent to schools as

pre—visit materials along with a selection of posters.

• For use in the gallery or when looking at a reproduction, the old Con or (nnlr

is the best idea since it meorporates all five entry points, and any individLial

or group can he comfortable with the questions at times as well as heog

stretched in how they look at art.

• I have used the QUESTs as a foundation for esrahbshing a series of self—guided

tours for children in our museum. I have passed out transcriptions of the

Ql.ESTs to doeents for interactive tour technique training sessions. I have

alsci distributed rhem to the museum staff for further discussion and am passing

then) along to teachers. l—lopefullv these questions. types of qLlestions \vill

work their way into museum exhibu sas interactive labels.

• If I could ni it get a doeenr to do the tout—I would computerize it iii put it into a

tape recorder, so the children eotsld use it as they walk around the museum...

• Probably could not [use it[ as I find (itit eLitrent methods of inqturv relating

theme (suggested by teachers) and i ibjects to students far mire successful in

allowing creative thinking and problem solving.

and middle school students to try our the questions with them. We are now
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MUSE RESPONDENTS’ IDEAS FOR USING
THE ENTRY POINT QL.IESTS IN MUSEUMS
AND SCHOOLS

MUSEUM RESPONDENTS
i\luSeuITl respondents suggested ways to consolidate the entry
point questions into one resource that could he used in a museum
visit. They also suggested using the QUESTs as classroom activities
to introduce or reinforce ITluseum visits. As reflected in some of the
selected suggestions directly quoted below, museum respondents
seemed to see the QUESTs as apt vehicles for docent training. The
comments are sorted by potential use with students, with doccnts,
and other.

WITH STUDENTS
1. Use as in introduction or follow up to the museum visit.

2. Can use the cluestions when they visit museums on their own.
3. Experiennal Questions can be used in combination with other disciplines in
the classroom, I.e., creative writing, drama, dance, music, poetry classes, etc.
4. Questions could be used in the museum in small groups if there were
enough docents, teachers or aides for each group.
5. ()uestions can he used to stimulate students to look at the art and tell why
they like or do not like the work and why.

• I still feel that a guided toLir offers more. However, when not available, these
hooks can he used as hands—on when groups/individual children Visit a
museum. These are wonderful for schools, particularly when the teachers
ire not o mfortable in the museLim setting. fhcv provide information and
p1iccs to start with any work of art

• If you put all hve entry points in one book. 1—2 Lluestions per entry point,
you could give each book to a student. The student would answer the
Lluestions; perhaps then there could be a discussion.

• The Experiential QUEST may be hettet adapted for teachers to use after a

lout, in the elassroom—would work best if our artwork could he reproduced
for the classroom.

• These new booklets seem designed primarily for classroom use. Docents
kno\v their visitors less well and a museum tour dies not allow for a lot of
time with only one artwork. Nor would we know \Vhen a given class would
have an inluirv reinforced. I can imagine that over time both docents and
visiting teachers would recognize each other’s language and obeeuves and
thats a good goal to work towards.

I would be inclined to try devising games or other p1rtie1pittor
technim1ues which work toward alerting students themselves to their own

learning styles while they are at the museum,

• \ e were most fortunate to connect with a collemac professor... who was
enthusiastic about trying out the Entry Point ideas with her education malors
at the museum. 1—let o dlcge students came first a few veeks ago and tried
out thc miterials and then this morning came with a group of elementary
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• I prefer “QI. lEST” as a title, it is a better reflection of what is taking place

I plan on using this QI.EST as part of the daily program. I loved

observing how over time, with experience and feedback from peers,

ohservations,’answers, comments, and interpretations were more vivid,

intense, and/or complex.

• I tmnd your breakdown into various approaches to viewing a work of art very

usefLil—it helps me clarify my thinking and be aware of the many different

types of learners we have. I did try many of the eluestions on students and

found S( me approaches were more suited to particular types )f students...

am not really sure how the group of QUEST booklets is intended to be used.

Many of the qLmestions overlap (which is finej....

• The Eu/u I3oiut QUE.VTs are great! The c)uestions are varied and creative—

very stimulating and thought provoking. They are appropriate for viewers (if

nearly any age—school kids through adult.

• In the foundational packet the mucsti( nm, is it “real,” raises a questu m among

thoughtful students—what does real mean? Realistic looking? Genuine

expression of thoughts, feelings? A forgery? For some this is thought

provoking, for others a silly question.

• I visited the Munch exhibit.., with the OUEST booklets in hand. I sat in front

of one print, “Midnight,” and tried to answer each of the questions in the

booklets. I was amazed that there was so much to see in just one I sat

in front of it for nearly an hour. Some answers to questions came quickly to

me, e.g.. What is the story that you see in this piece of art? \Vhat do you

think will happen next in this piece of art? The mood of the print seemed

immediately melancholy and lonely to me, and that gave me a lot to work

with. Later, as I looked more closely, I noticed things like the movement

stillness of lines, and how this and color contributed to the overall mood I

felt so sure of. I paid attention to the materials used. Things about the print

which I would have otherwise passed over came out more str ugly.

I was left with two strong Impressions about the QIEST booklets. One,

I was impressed with the questions’ ability to be age appropriate for both

children and adults. The questions were deceivingly simple, such that a child

would have no problem answering them, vet they had als kept an adult like

me engaged for almost an hour. I believe this ability reflects how well tb night

out and researched the questions were. Secondly, I appreciated that the

questions helped reveal to me my personal “entry point arrative Entry

Point), while also encouraging me to try out the other entry points. This

allows people to become more comfortable with styles and strengths in a

subtle, simple way, while also positively reinforcing their own style and

strength. because each entry point is treated equally. Relating tc the ptint in

a “narrative was” reassured me I was understanding it, while the other

questions helped me to look at it in a deeper, more thought provoking way.

)verall, I found I had a fuller, more satisfying experience at the exhibit.
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Direct engagement of students with artworks is an excellent method for
both appreciation and understanding. This is particularly true with young
children and adolescents. The several “entry points” used is also valid to
account for various learning styles.

The Experiential QUEST may be better adapted for teachers to use after a
tour, in the classroom—would work best if our artwork could be reproduced for
the classroom.

SCHOOL RESPONDENTS
School respondents were very pleased with the QUEST format, and
perhaps because of the extended time they have in classrooms, they
seemed less concerned with the challenge of using the materials in
limited segments of time. The new size was met with great enthusiasm
and school respondents seemed to think the questions in the QUESTs
really build one on the other. As also suggested by one museum
respondent, a school respundent mentioned that the Experiential
QUEST might best be enjoyed in the classroom, and not in the public
forum of the museum. Selected comments are directly quoted below:

• I have no negatives! They’re great! I love the QUEST!!

• The activities were rime—consuming, hut enjoyable and worthwhile. Questions
illustrating entry points were very helpful to assist children in thinking and
talking about air.

• The new title, “QUEST,’’ is inspired! It really gets at the whole process and
approach of MUSE in a way that The Griiriye Game did not. The separate
booklet format for each of the QUESTs is also excellent; the questions in this
version really do build upon each other.

• I sincerely believe that it is’a unique way of involving students in art and
helping them to think critically in a nonthreatening environment. i’sloreover,
it gives everyone an opportunity to examine a xvork of art from students’
own point of view and perspective.

* The format isat tracnve to students. The questions show rctnement from the
originals. They are more open-ended, interesting, and thought provoking.

It would help if the experiential packet were in a folder to hold the
materials and liroxiele a stable drawings surface. I can not imagine even m
musical middle sehoolers choosing to sing a song in public. They might do it

back in a “safe” environment—home, classroom... I do like the explanatory
pages.

• Congratulations (in a fine synthesis of The Geaov (Jam and The Eat!]’
Pu/at - lpproach. The name “QUEST s’’ is a good one.

I liked all of the questions... splendid additions that should prove to lie
productive of the type of inrrospcction needed for a student to faniiliarizc
himself/herself with how learning is’’accoililislied and through xvhich
avenries one can expect to proceed to enhance and secure trrie learning.

I have no negative comments. I am already looking forward to next
September, when our faculty can begin making use of the booklets for
mriscum visits and in class viewing of works of art.
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POTENTIAL PROBLEMS
I don’t know if I feel comfortable with the way the (.UESTs were divided
into five different categories (books). I think the questions work better when
they are integrated together. The “narrative” book is particularly difficult on

its own (not as effective).
l-lowcver. I applaud your effort and product—it is difficult to create an

open—ended learning experience in a self-guided tour. I particularly liked the

“Experiential” 1)00k.

I still dont like your title, “QLEST”—sounds like a (leodorant or something.

Why not forget the acronym and pick something with the word ART in the title?

• Many of the QUESTs don’t seem to lead to a conclusion—i.e., aesthetic

questions dont seem to build up.

• The five individual booklets as they are now, do not have a direct use in

museums and schools. The logistics seem too cumbersome. If the booklets

are used by one person, are they then only to use one at a time at one artwork

It then takes them 5 times as long as the old Geiiric (,,inft to look at an

artwork. Will individual have the patience for this? Do they choose the one

entry P° they feel most/least comfortable with for comfort/stretch when
looking at art?

If the individual booklets are used with a group, (mb some of the

people will be comfortable looking at the art fr m that entry point for the

duration of the booklet.
The material presented separately seems most appropriate as a reference

for the educators rather than as a written guide for an individual or group. I

know teachers and museum educators would like a variety of questions to

draw from using the various entry points, but I believe it would be more useful

to have five large sheets of paper in different colors, one for each entry point

with the questions given as a list that edLicators could then draw from as they

develop their own questo (ning sequence. Giving a list of examples of questions

from each entry point would be a valuable resource for educators who could

soon get bored asking the same questions in the same order if using the old

Generic Game.

• The questions are intriguing. however, I think it might be more effective if

one or two were chosen from each entry point, because answering each

question in each QI TEST is a bit intimidating.

• The various realms from which these questions are drawn arc overdue for

recognition in any teaching setting. Everyone, indeed learns differently. \ly

question is how do we identify which questions or booklets to give to which

students? Do we ask them their Jearninu styles? Do their teachers pre—identifv

them before coming? I also feel that some of us have more than one stele of

learning.

• While I understand the pedagogical advantage in working in different cognitive

styles, art is still art and if we do not use the other cognitive styles to refer back

to the visual then I worry that we are eon )uraging students to miss the point.

1 found the five little b (okicts 5( )rt of cutcsv md diftcult to get .tn Overview

of what was trying to beaccomplished.

• With groups of children of I or more and a single docent. selecting the

appropriate booklet or questions from booklets for a group could he difficult

and arbitrary. It would also appear that some works of art could limit the

number of “entry points.
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American painting and Asian sculpture expresses my sentiments: “I liked
using the questions because it made you notice a lot more than you would
have otherwise.”

To be effective in the museum, it appears that teachers should introduce
the QUESTs and provide some preliminary exercises in the classroom before
trying them out in the museum. We didn’t have the dine to do that with the
one group of 10 students we worked with and so didn’t have a clear sense of
which windows might be more appropriate and compelling to use with
which students. But even so, a few kids really recognized which questions
best suited them: 1 Aesthetic, 2 Experiential, 2 Narrative...
I like the QUEST tide much better.
1 like the way the questions are phrased. They draw out answers and opinions.
This is one of the most difficult areas with students in a museum—asking the
tight questions to get them involved. I am not sure if you meant it this way,
but questions seem appropriate for different age groups. Is this meant to
include elementary through high school? Are foundational for older while
experiential for younger? i.e., aesthetic questions don’t seem to build up.

The foundational questions I thought were excellent ones. My only
concern is that they are almost too much taken all together. To pursue just
one of these questions takes quite a bit of time.
In general, I am far more enthusiastic about this revised version! I wish there
was a question to make the viewer aware of negative space. That is such an
important element in paintings and prints.., it’s what creates tension, etc. It’s
important for the viewer to become aware of it. Could it be incorporated into
question 4?

• New format and approach is a great improvement! Very usable and focused.
Practical size. I like the open-ended ‘pick an object from anywhere in the
museum” allows for sculpture, decorative arts, etc.

• Stresses there are no tight or wrong responses and that each person can use/
learn skills to use with an (art) object without knowing anything about its
cultural context

• The five “QUEST” booklets were recognized by all our docents as useful
tools to help them be sensitive to what is possible when sharing an artwork
with others. I see these as an expansion and reinforcement of what The Genetic
Game offered as a way to focus and guide inquiry. Because they so directly
reflect the underlying theory, I anticipate using the “QUESTs” as part of a
docent training packet and a reminder to all docents of questions which are
valid, but not necessarily the first thing that come to mind given a docent’s
own learning style. We are loath, however, to give up on The Genetic Game
however named! With that we have something easily accessible to offer
teachers, visitors, and patrons who wish to engage art more fully.

• Wonderful approach and excellent questions. Good jumping off points. T
question using “the work,” or phrase, “work of art.” In our museum it is
simply not appropriate. in other museums it may not be applicable either,
implying a value judgment, when assessing value is something that could be
part of this viewingJinteractive process. How about a blank space, allowing
for vocabulary development around art objects: filling in iculpture,
painting, assemblage, textile, etc.”

• Works with adults and children.
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MUSE RESPONDENTS’ COMMENTS

ON THE ENTRY POINT QUESTS
Both museum and school respondents seemed pleased with the

MUSE QUESTs and interested in possible future uses. And, as their

comments indicate, a number of the respondents actually had the

opportunity to try Out the QUESTs in their educational settings.

MUSEUM RESPONDENTS
()verall, responding museum participants had most positive

Comments Ofl The Eiiti’ Pri,in’ 01E.STc. It was not, however, clear to

anyone exactly how best to implement the five sets of questions. if the

ten questions of The (eiiunc Game took a lot of time in the gallery.

how would visitors manage making their way through fifty quCStions

The language of the QUESTs was noted as being accessible to both

children and adults, and different respondents commented on

having different favorites among the QUESTs, e.g., Experiential or

Foundational. The ordering of the questions in the Aesthetic QUEST

was challenged. It was suggested that the questions did not butid

successfully from one to the other. Museum respondents also

questioned how students or other museum—goers would choose

which QUEST to use. How would the appropriate QUEST he

assigned: According to the work of art being considered? According

to the favorite or least favorite entry point of the viewer? And, if

that, how would viewers’ favored entry points he determined?

Museum respondents overall comments, directly quoted below,

reflect these inquiries. The comments are 5( rted into two categ( ries:

Potential Promise and Potential Problems.

POTENTIAL PROMISE
All positive:

I) can be done either verbally or written

2) can be done individually or in a roup

3) can be done in one session or extended indefinitely

4) encourages/teaches people how to describe and express what they see,

feel, and think about an (art) oh)eet.

I have always hated fact-driven lectures. The f,icts are usually forgotten md

the visitor is usually bored. The best way to conduct a tour is to have your

visitors interact with your docents. The docents must remember to use open

ended ejuestions that get their visitors to think and he creative! It’s important

to have children know there are several ways to solve a problem—not ust

one way. The En/I] Ps/ut QrEh Ts are terrific for ust that reason—plus it

teaches children how to “Learn to l_ook”!

I like the integration if The (J ntoe Gnne with Tin En/it’ Ps/ui! lhP/v/1!1.’ :\

comment from a middle school boy who used the booklets to view both
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Although many respondents had praised the booklet format of The

Generic Game, so many respondents had thought it was designed

only for writing responses on the bottom of each page that we

decided to return to our original format which had flip cards with

each question centered on each card (with no room for writing).

But our original version was expensive to reproduce. As a happy

compromise, Denise Donahue (the graphic designer of all our

learning tools and mailings) came up with a pocket size version of

the game which would he easy to carry around in the museum and

less expensive to reproduce.

(Jut thought was that in this final format, the design of the questions

would not dictate one use over another. Individuals who wanted to

take turns reading the questions with others, or on their own, could

do so with ease, and individuals who wanted to use the questions

for writing could adapt them easily to their purposes. The different

entry points were indicated by differently colored covers. The original

Generic Game (both the English and Spanish versions) was also

transferred intc the new format.

In presenting the five QUESTs to resprndents, we did not recommend

particular possible uses. Although we had envisioned museums

where viewers, upon arrival, might choose from the different QUESTs

for each of their explorations, we had neither a specific usc in

mind nor the opportunity to work with the QUESTs with a local

school or museum. \Xhile sifting through the various questions to

assemble them into QUESTs, it occurred to us that students or

teachers might benefit from different boxes filled with entry point

questions—perhaps including questions developed by students.

Students might then assemble their own ten question sequences

selecting from one or all of the five boxes.

(Inc museum seminar participant suggested a museum in which

the galleries wece organized around the different entry points. Act

objects in the narrative section might have clear narrational

aspects, or they might surprise viewers by apparently having few

narrative elements—only to he discovered by viewers considering

them with the Narrative QUEST. Why can’t an orange shape be the

hero of a painting and the painting’s composition define a time line

of events? ( )ur hope was that the different QUESTs would promote

unexpected discoveries and support viewers in the exploration of

uncharted territories.

FORMAT
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FOUNDATIONAL QUEST EXPERIENTIAL QUEST

Take a look at the colors in this work of art. \Vhv
do von think these colors were usecl Do ci lots
have meaning?

TWO
\‘ihat do von see in the work of art in front of viru?

Dr yr ti think everyone sees what von seer

THREE
Is what you see in this work of att beautiful? Is it
still art if it is not beautiful or it causes vi ti tr i feel
uneasvr’

FOUR
Does this work of art speak to von? is itt a
language? \‘uihat is said thri ugh art that cannot be
said th rough words?

FIVE
Do von think this work of art is real?

SIX
Dr es this work of art express emrrtion? Dr yr to

think that art needs to express enrrrtii in? \\hr se
emotion dries art express?

SEVEN
\‘ihv dir yrru think the artist made this work of art?
\‘ihv do artists make art?

EIGHT
Take a lot rk at tire works i if art surtr runding this
one. \\‘hv ciii vi in tlainls these objects are
considered art?

NINE
Look at the title of this work r if art. \\hv clii yr in
think it has this title? Slit told wrirks r if art have
titles?

TEN
Think hack tin sour previrrus observations. Is
what vim rave discovered impi rrtant? l--lrrw might
this work r rf art rhange the lives if people who
look mt it?

If ron were a color in this work of itt, what rrrirmr
wttUlcl vtru he? \\hv?

TWO
Turn your hack tn this work of art. Try to dray. the
objects mr shapes that sort remember tin tst clearly.
\\hv nIt r von thitik vito remembered what situ did?

THREE
Take a lorik at what is happening itt this work
art. cn t tint what you think might happen next.

FOUR
Is there sr iniething that has happened in your t two
life that this work ntf art makes you thitik ri? Draw
a piettire if that experience.

FIVE
Take a look at this work ttf art from a number rr
cii fferent places around the rooni close_up. far
away, etc.). Dries looking at it from tine place
make it seem mitre tic less real than from atitrthet?

SIX
hing in sting that expresser the emotions vrtct sec
in this work of art. ‘it in can sing a sttng that vi nit
know itt naake tire rip.

SEVEN
if this wnrrk r if art is the artist’s half if a
ci ttnyersatioo with .r to, svhat clii out say bark to
the artist?

EIGHT
if yr in cottid rearranee the works rrf itt in this
trim im, where wrnutlcl vito place them? Draw a
diagram it f voctr arrangement.

NINE
Take a horns it tire title mt f this wirrir t if art. \\rite a
pm tern m ir clatire a dance that tat told have then true
title.

TEN
Thitik bark rn your prevamus activities. \Virnch tine

yr dir favnrtite? \‘ihv? \‘ihat dries that tell you
ahimut yrturself? What else have yr to leartieci from
these ic tivi ties?

b,ire i. 1: T/ir Q L’E,VT.r airns.c di,jension.r

ONE ONE
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NARRATIVE QUEST
ONE
\\hat is the story that viii see in this work if art?
How do the colors help to tell this stun-?

TWO
In the story that vi ti see, who or what do you
think is the most important tigure, shape, or

object? \Vhat makes you think so?

THREE
\\hat dii vi iu think will happen next in this work
of art?

FOUR
Dies anvtlun vim see happening in this work of
art remind you of viiur own life story—i ir of
another s ii ,rv vi itt kni iw?

FIVE
Is the so irv that you -ce in this work if art a true
story? \‘ltere do you think the story ci itnes from?

SIX
\Vltat cmi itii ins seem to be expressed in this sti irv?
\\hat makes yiiu thitik si

SEVEN
\\ hat can vi itt tell from this work of art about the
story of the pets in nh o made it, i ir the time i ir
place in which lie i ir sIte lived?

EIGHT
liii iking it the syi irks of art arortnd this i tie, what
ui ire eats you discover about the sti ties of history
or of itt?

NINE
If vi itt were telling the stun- of this work i if art,
what wotild soti cill it?

TEN
Thitiking back i in the sti iries vi iu have disci ivered,
what have vi ti leirtied fri nt loiikitig at this work
if art? Hive s-ott leartied anything abi itit votir i iwo

life story or the storiesi if others?

Eis,re 5. 1: The () (TESTs across dimensions

LOGICAL/QUANTITATIVE QUEST
ONE
\Vhat colt ir dii you see the mi ist of in this ss-i irk of
art? \\hat color do ii iu sec the least of in this wiirk
of art?

TWO
\\hich object or shape did s-ott see first in this
svork of art? \Vbv do von think this is the first
thitig that you noticed?

THREE
Look at u-hat is liappetittig in this svi irk rif art. Arc
things moving rjuieklv i ir slowly? How can you
tell?

FOUR
is this work i if art i ilder i it ounger thati vim?
How can you tell?

FIVE
)ilake an argttment for why this wi irk i if art is trtte
tii life. Make an argttnient for svhs it is itot.

SIX
E:itid a hidden idea or emotion in this ss-ork of art.
\\ hat is it and what hues helped vim to find it?

SEVEN
If ii in wanted tii kni isv ii isv the irti st made this
u-i irk of art, what gitestions svottld you ask?

EIGHT
Do you think this art iibject is as valuable as the
i thur vii irks of itt an rind it? \Vhat makes it seem
more i ir less valuable?

NINE
Take a Ii ok at the title of this wiirk i if art. Does
kivi iwitig the title change s-our understanditig
.ippreciati in i if this u-i irk if art? lli isv?

TEN
Imagine that a go up if cdtteators did not ss-ant

students to si-e this wi irk i if art. These edutcati irs
s,ud thar there ss-as tiothittg to learn fri en loi iking
it it. Make an irguntetit fi it what there is iii hearti
fri ins loi ilcitig at this u-ork if itt.

-!- C C ki F I) fl ( I ki •r

INTRODIKT ON

- II C C -r C
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THE GENERIC GAME AESTHETIC QUEST
ONE
i,ook carefully at the ‘isa irk of irs in fri ins of vito.

\\‘hat ciii irs dii nirt see in is? ‘fake turns list iou the
specific colors that you see fir example: ‘1 see

red.” “I see purple.”).

TWO
\\‘hat do ott see in she ‘iii irk of irs in t ri iflt iif vou

Take turns listing the i ihjeets that you see (for
example: ‘‘1 see an apple.’’ ‘‘1 see a sable cli si’s’’).

THREE
\\‘hat is going un in this ss’ork of art? Take trtrtts
mettriooing whatever you see h:ippening, no

matter how small.

FOUR
Di es aovthiog ou have noticed in ilii s ss’i irk of

art so ‘ar (fir example: colors, objects, or events5
remind you of s’ met hiog in yi itt r nyu life? T.ike
sri ms answering.

FIVE
is slims xvi irk of art srrte ti i life? Hi sm’ teal has she
.ini sr ntasie tllings look?

SIX
\\‘hat ide:ss ansi / or cmi ru itt s do ii iu sltirik this
ss’ork if art expresses?

SEVEN
Do vein have a sense of hose she artist might have

felt when he sir she marie this work of art? Does it

make yi itt feel one way or ani then?

EIGHT
Take a loeik at the other wi irks of art dispiaveri

an iund iii is tine. Dii rile;’ ii iiik au be? \\‘hat is

similar ahiitit tile seas’ they look ft ir example:
i ihjeers. es’enss, feelntgs, i ir tile ss’ay the;’ are

made)? \\‘has is different?

NINE
\Vit ss’i irtisi yost has’e ealieri this ss’i irk i if arr if
ii iti had marie is vi irirsel

TEN
“ihitsk hark 00 votir pres’ti iris i iisservatii us, \\‘ilat

itas’e vi in rhseeis’ereri front us ikitlg it 511)5 ss’i irk i if

art? blase voti learnerl ,iityrh usg abi iris yiirseif I ir

others?

ONE
i,in ik at tile cob irs in this ss’ork of art, wiliell i inc

slid you see first? \\‘as ci liar tise first tiling that ;‘oni

nosiceni? \\‘hat else caught your eye?

TWO
Take inirtss sieserilling tile lines atlil silapes that
vi iu see iil silis wiirk i if art. (Ft ir exaolpie: ‘‘1 see a

thin enirviog line. ““1 see a heat’s’ sqrtare.”)

THREE
Dil vi irt see tllils’ement in this work i if art or does

it seen’i still? Dii tile rob irs, lines, and shapes m:ike

it seeOl silas way? i—li its’?

FOUR
Deserihe tile spare tilat s’ its see i’reateni 115’ tilts

wiirk of art, Does it remiitd s-oti of a iliaee in yortr

stat it fs’?

FIVE
\\‘has makes this ss’i irki if art lorik real to vi ri?

\‘(‘ilas nlakes it in ik ni nre.ii?

SIX
Dies isis ss’oni’o f .irt express in inca or ait

Cttli (sit its? Dii site vi uleirs, loses, sil:ipes. atsi I

tilris’etttens help nstake tills isappeo? i’iow?

SEVEN
in illakilg this ss’i’irk rif ins, wilat illareoais ansi/i ir

si sils rIo von rhitsk rile artist risen? \\‘har p ihietsas

tsligiss the’ antisr ilas’e fared along tile was’?

EIGHT
Take a look at ti’e iitiser ss’rirks of art niispias’ed

arootld dli s i inc. Dii tiles’ scent to he made wi ill

similar nl:itentais’’ailni/ sir ii iiiis? \‘(‘isat is sit ffereot

alsisnit tltetll?

NINE
‘Illink i if a title fi ir mists ss’ork of art sisat i5 ilasesi (il

ss’has von is.is’e tli tires1 so fin i rob irs, bites,

shapes. textures, tslaseriais, eir si rusS, ‘Tileo take :s

Ii ok li tile .irtst.il title i if tisis ss’ork, 5 )tl wilas dma

you sisittk that title ss’as i’:iseni?

TEN
Think ilark i in all ;‘oor resili inses, \‘i’hat late sort

shsei is’ereil .ihi irtr nsaki og ,iitd liii ik i tag at ant? ii ate

t’ilnt le.srited .ittvtitiog ahoris vorirseif ono users?

E’/iin’e 5. 1: Tue 01 TEVTs c/cress i’//,Ildlls/olls
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reflecting directly on their own thinking and on what they had
learned. It was apparent that both museum and school respondents
endorsed the three prong objectives of the MUSE draft learning
tools: Inquiry, Access, and Reflection.

Given these noted strengths, our objective in developing The Entiy
Point Q[rESTS was to synthesize the di-aft learning tool and approach
into a revised version that would reflect and incorporate resp )ndents
reactions and suggestions. From the changed title to the incorporati( )n
of particular questions provided by MUSE respondents, we strived to
draw on collaborator input in the creation of a final product that
would embody the strengths that had been cited in the drafts.

i\ccordingiv, we took the format of 7½e Generic and developed
five different sets of questions that retained the nature, format, and
order of tile game questions, while leading the viewer down five
more focused pathways (one for each entry point) into a work of
art. In structuring the QUESTs, we mounted a large board on the
\vall of our office and divided it into six vertical columns: the first
column on the far left presented The Generic Game questions from
one through ten mounted from top to bottom (see Figure 5.1).

Reviewing those questions for tile particular dimensions that
identified each, we see that (as has been discussed earlier),
question one addresses color; question two, subject; question
three, action; cjuestion four, personal association; question five,
realism (photographic and philosophical); quest )n six, expressb n;
question seven, tile artist and his or her relation to tile work of art;
question eight, tile relationship of tile work to other works and
periods of art, etc.; question nine, tile 15SC of title and/or naming tile
work as an aesthetic whole; and question ten, the experience of the
viewer in terms of what has been discovered or learned, and tile
importance of that experience to tile learner.

\Ve printed out all the questions that had been suggested by MUSE
respondents throughout the course of tile project as well as all tile
entry point questions that had been developed by Harvard Project
Zero Bauman Museum Seminar participants, collaborators, and
students in earlier projects, and sorted them into five groupings
according to tile entry point tile question seemed to reflect. Next,
\Ve thought across dimensions (horizontalb-) from Th Generic
Gamy question one to question one ()f each QUEST. \Xe considered
which seemed the best opening narrative question, i.e., one that
addressed color or could be adapted to address color, and so forth

)wn (verticall\’) the particular dimensions of each of the ten game
questiotls (Figure 5.1).
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P ROJhT THE ENTRY POINT OUESTS

-

I NTRODUCTION
The final MUSE mailing was sent to participants (April 1995) with the

request that any feedback on the learning tools be received by the end

of June. The mailing contained what was described as a synthesis of

The Generic Game and The Entry Point -4p/roach: five sets of

questions entitled The Entrt Point QUESTs (Questions for

Understanding, Exploring, Seeing, and Thinkini. With so little lead

time, it seemed unlikely that participants would have the chance to

actually try out The Enfn’ Point OUEVTs with students, so participants

were urged jnst to review them and return their comments.

A very brief response form was enclosed, asking respondents for their

comments on The Entii’ Point OUESTc (negative and positive), their

ideas for using the QUESTs in museums and schools, and their overall

comments on participation in Project MUSE—including the possibility

of working with us in the future and ideas for future directions.

As might be expected, univ 36 MUSE participants returned comments:

19 museum respondents, 14 school respondents. and 3 “other

respondents. Nonetheless, a number of these respondents had

actually tried out the QUESTs with students, and they offered

feedback which we summarize in this section. Beginning with an

introduction to the QUESTs and their roots in the collaboration, we

review participant comments, and conclude with suggested ideas

for new directions, and a tinal reflection on our work together.

THE ENTRY POINT QUESTS
Throughout the back and forth of the MUSE collaboration, various

changes were made The Generic Game in response to collaborao r

suggestions. As their comments in earlier chapters demonstrate,

MUSE respondents had generally cited as strengths of The Generic

Gaiiie: 1) the posing of open—ended questions that did nut have

right or wrong answers, 2) the scaffolding of viewers through

accessible—but not “child-directed”—language. and 3) the

sequencing of questions from outside detail to inside core meaning.

AS their comments in earlier chapters demonstrate, MUSE respondents

generally cited as strengths of The Entii’ Point -1p/)roac/i its ability to

provide a structure through which students and educators could:

1) explore their own learning preferences, and 2) experience first

hand a range of different and equally vahcl points of entry to any work

of art or any subject.

In commenting on 1)0th The Generic and The Entry Point

1ppi-oach, respondents cited their ability to support learners in
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viewer might he asked to figure out (Logical/Quantitative Entry

P ant) how a particular texture (Aesthetic Entry Point) was achieved in

a \vork of art. In an overlap of Logical/Quantitative and Narrative

Entry Points, the viewer might he asked to figure out (Logical/

Quantitative Entry Point) what will happen next in the story that is

depicted in a work of art (Narrative Entry Point).

in an overlap of Logical/Quantitative and Foundational Entry Points,

tile viewer might he asked to tigure (Jut (Logical/Quantitative Entry

Point) why a particular work of art is considered controversial

(Foundational Entry Point). And in an overlap of Logical/Quantitative

and Experiential Entry Points, the viewer might he asked to make a

version of the work of art that is twice the size of tile original

(Experiential Entry Point), which would involve figuring out (Logical/

Quantitative Entry Point) how to double tile relevant dimensions.

Consider a viewer xvho seems to prefer, for example, the Experiential

Entry Point. Given tile particular aspects of a work of art (e.g.,

predominantly ahstract or Narrative), and considering tile possible

overlap of questions (as suggested above), that viewer might he

more interes ted in thinking alj ut creating textures than actually

repo (clueing the work of art to twice its size. Or would the viewer

with the Experiential preference always want to literally use his (Jr

her hands to explore a problem?

Respondents seemed to think that both possibilities were true:

1) that certain learners would always be drawn tu whatever

question or activity reflected their preferred entry points; and

2 tilat given the interaction between different works or subjects
and different questions or activities, learners might make
surprising entry point elloiees.

Nonetheless, on one point there was overwhelming agreement:

that all learners have the potential to experience a work of art or

other subject through all the entry points (presumably including

tile variations of overlap), and that by attending to tile five entry

p (juts in tile design of educational curricula, educators can

encourage studentsand themselves to stretell and encounter tile

range of patllwavs into any subject and, perhaps more importantl’,

the validity of mans different approaches.

in tile following chapter, we move from muddle to clarity and to

tile creation of the final i\1LiSE learning tools tllat emanate from this

hn (ad and dccl) conversation among educators and researchers in

museums and seh )Ols.
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In short, it would seem that even using the entry points to assess

aspects of learning in this way (another suggestion of respondents),

we find a “level playing field” view of both the game and the entry

points. Question one is an Aesthetic Entry Point question; hut so is

question six. Nonetheless, the questions do have a fixed order

which is something that respondents repeatedly endorsed. The

thought was that you need both the information you have gathered

as xvell as the comfort level you have acquired from responding to

earlier questions to address issues such as intention and symbolism
which emerge in later questions.

Could you play The Genenc Game with the questions in any order?

Or is the strength of the structure the ordering of the questions? Is

the move from outside in, from obvious external details to less

obvious internal meanings a necessary or most useful progression?

Or could you, for example, begin with the question of what the
work of art expresses and then come to the question of color with

a different perspective than if you’d considered color up front? As

in any thouçrhtful conversation, more questions may be raised than

answers, and certainly the question of implicit levels which

respondents have brought to our explicitly leveled approach raises

many important questions.

THE BLURRINESS OR OVERLAP OF THE
ENTRY POINTS
A number of MUSE respondents pointed out that it was not always

clear which entry point was being accessed through each question.

This was certainly apparent to the Harvard Project Zero Bauman

Museum Seminar which spent many months deciding on questions

which seemed to he clear examples of the different entry points.

Respondents have kindly suggested additional examples \yhich

help to clearly reflect the different entry points; but overlap seems

to he built into the structure.

Overlap need not be seen as a fault of the structure. Indeed, overlap

may he a symptom of the authenticity of the structure. \Vhat does

seem important to note about overlap, is that on its account,

anticipating what entry point individual learners will choose into any

given subject may be less predictable than we would like to think.

WHAT DO WE MEAN BY OVERLAP BETWEEN ENTRY
POINTS?
For example. let us consider the Logical/Quantitative Entry Point

and “walk” its ‘‘overlap’ throughout the other four windows. In an

overlap of Logical/Quantitative and Aesthetic Entry Points, the
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TH ENTRY P0 NT AP ROACH

Singe Four in which address the interpretation of
symbolism with the Foundational Entry Point; and

.Vige Fire in which viewers playfully encounter the work of art
with the Experiential Entry Point.

Alignin the stages and entry points this way and accepting the
progression of the stages, you might accept the notion of the
hierarchical progression in entry points suggested by some
respondents, with Aesthetic as the earliest and Experiential as the
most advanced. BLIt in discussion of the development of the game,
we claimed to reconfigure the hierarchical aesthetic stages into a
level playing field in which earix’ “stage” considerations of, for
example, color are of the same mettle (or as advanced/of equal
status) as later “stage” considerations of symbolism.

Certainly museum educators’ comments on the different entry
)ints support a view of the equality of perspectives. For example,

when museum respondents tell us that in abstract art an attention

to the aesthetic details (e.g., color and shape) may be more

appropriate than attention to the narrative aspects (e.g., what’s
happening in the picture), they can be understood as saying that
stage one considerations may be more salient with regard to
certain works of art than stage two. \Vhat if we were to align [/Je
(;c)le)’;e Gnme questions with the entry points?

Questions one and two address color and subject and might he
thought to reflect the Aesthetic Entry Point.

Questions three and four concern action and personal relevancy
and might he thought to reflect the Narrative Enri-v Point.

(.2uestion five, the “true to life’’ question, evokes the Logical/
Quantitative and Foundational Entry Points.

Question six concerns the expression of emotion and that might
reflect tile Aesthetic Entry Point; but the notion of a work of art
as expressing SolTiething may conjure up the notion of visual
metaphors and issues accessed through the Foundational Entry
Point.

Question seven addresses whether the viewer can know what the
artist felt which may he Logical/QLiantltative or 1oundational.

Question eight, in which game players look for similarities with
other works, is Logical/Quantitative and perhaps Experiential in
that tile viewer is asked to explore the gallery.

Question nine—the title question—Is Logical/Quantitative and
Lx per i en t i a 1.

Question tell, in which Vic\Vers reflect on their learning, may be
till lught of as synthesizing all entry poillts!
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THE SIMILARITIES AND DIFFERENGES
BETWEEN THE ENTRY POINTAPPROACH
AND THE CENERIC CAME
As a number of the included C( )mments demonstrate, MI_SE

respondents often spoke interchangeably about The Generic Game

and The Entry Print Ipproacli. Comments ranged from direct

comparisons to synthesizing the thinking behind both of them.

Clearly both approaches contain the MUSE elements of Inquiry,

Access, and Reflection, hut there are other similarities underlying

components which we had not recognized until illuminated by MUSE

respondents. For example. in presenting the underpinnings of [tie

Generic Game, we presented five stages of development of aesthetic

response. There are also five different entry points in our schema.

Quite often, as the comments illustrate, respondents spoke of the

entry points in terms of /eretc of entry, with, for example Aesthetic.

Narrative or Experiential as the most elementary or easiest and

Foundational or Logical/’Quantitative as the highest or hardest level.

There was never a consistent order in the arrangement from easiest to

hardest, indeed, a few respondents thought of the Foundational Entry

Point as the most basic, and others thought of it as so advanced as to

only be accessible to the most sophisticated learners.

\e wondered whether respondents tendency to “rewrite” our equally

weighted windows into vertically hierarchical levels resulted from the

early introduction ot stage theory into our conversation, the ordering

of The Generic Game quesno1s, or a natural tendency to look for

linear developmental order in learning schemes. At any rate, it

stimulated us to think first of the stages and then of the game in terms

of the entry points. and to come up with the following observations.

If you were to consider the stages of aesthetic response as they are

briefly represented in the previous chapter. with a few stretches,

you might align them with entry points’’Cts follows:

Stge One in which viewers respond to such aesthetic properties

of the work as color, texture, and line might be aligned with the

Aesthetic Entry Point;

Staie Tn in which viewers seem to c msider what is actually

going on in the painting, with the Narrative Entry Point;

Xtae Three in which viewers use a knowledge of historic

stylistic “schools of art etc. to contextLlalize the work of art,

with the Logical/Quantitative Entry Point;

•1
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iI44 1:r11t.];1I,’ivir

SCHOOl. RESPONDENTS
School respondents who tried the approach found that repetition,
flexibility, and selection worked best with their stLldents as
indicated in the following direct cluotations:

I am finding that the m ire I use this, the better the results and student
participation. I think that this is due to the fact that for myself (teacher) and
my students (iSt graders) this is a new way of making meaning/making
sense of art. I find I’m using this approach more and more in science as we
look at animals and habitats—which may show that it’s a way of viewing
that’s applicable to other situations once it is introduced and understood.

• Starting with yourc1uestions, entry point ideas, and keeping an open—ended
atmosphere so that I could react to how the kids reactedand go with their flow.
I think this kind of learning cannot he static, and teachers must walk the
tightrope of going where kids lead them while still sticking to the subject at hand.

• Students voted on favorite pictures. Two art prints tied. \\e concentrated on
those (referred to others). Questions dealing with emotions or their life
brouyht forth revealing answers. Some students began to stand, from
enthusiasm, others sat. Very dynamic class activity. New insights about some
students. Some have strong vcrhal skills. Strong self—esteem.

MUSE RESPONDENTS WHO TRIED OUT
THE ENTRY POINTAPPROACH COMMENT
ON WHAT WAS PROBLEMATIC
The few particular problems that museum and school respondents
cited addressed the presentation of The Entry Point —1ppime/i in
the MUSE materials. Respondents felt that the presentiition was less
directive than were the suggested uses for The Generic Game and
therefore they were less sure of what they were meant to do with
The Ent’ Poiiit -1pproach. The choice of entry point questitin
exercises seemed to some respondents too difficult for use with
children and those who responded to all 25 qtmestions contained in
that exercise found that it took a very long time! No doubt future
explorations of use of the approach will turn up more benefits and
m( re problems which educators will want to- address.

THE ENTRY POINTAPPROACH AND
THE GENERIC CAME
Respondents’ comments were most helpful in developing the final MLSE
learning tools which are described in the next chapter, and in expanding
our thinking on and understanding of the entry ptiints. In this last secdon,
we consider that expanded thinking in terms of two points that were
repeatedly raised throughout respondents’ comments: 1) the similarity or
difference between The Geiieric Gaie and i’he Entry Point -lpproach;
and 2,) the blurriness or overlap of the entry p unts.
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for her as she puts together her portfolio for this semester. \Ve’ll continue to

experiment with it. She felt that her responses about \vhat luestions to

pursue might change with different works of art and ii she was lo iking- at

someone else’s work as opposed to her own. I’d like to consider adapting

this as a reflective tool for student self—evaluation of their own work and1’or

each others.

Advanced Class, -I th grade About 15 students. After passing back art work to

be taken home. After they created new art work. Homeroom reacher

happened to come in and staved to observe. I kept them late, used my

planning period or lunch period to complete this learning approach. Used

about 10 art prints hanging in art room wall.

MUSE RESPONDENTS WHO TRIED OUT
THE ENTRY POINT APPROACH
COMMENT ON WHAT WORKED BEST

MUSEUM RESPONDENTS
Museum respondents were enthusiastic about their trial uses and

shared their particular strategies as directly quoted here:

Givin everyone hetween five and ten minutes to concentrate on the painting

and read through the provided dluestions Also, we decided to share which

question oLit of all 5 was most compelling to us’and why. Our open

discussion was thoLight provoking and enlighteningl

Respecting children as learners. Telling them that they had the answers

inside them. Telling them that they were not going to hear another lecture

from me. The other doeent wanted to know what I did to entice the children

into learning and make them behave so well.

I think what I did was create my own version of The G n ne (,,/icc and

add portions of The El/f/i’ Psiiit lpprol/ih. I combined ho th with some fun

games and creative art pro)ects.

• The rhythm of the familiar pattern of i.1uestions I asked seemed to set a

tempo to the students’ interest. The narrative stories the stLidcnts made up

build confidence in interpretation of art and ovful involvement in viewing

art. The Foundational window of “what is art” led to more and more

thought through answers as the weeks went on.

• In every case, “s\indows” has been met with an enthusiastic reception and

has led to a much inure thorough, multidimensional investigation of the

objects to be discussed. Typically—after an introduction to this ftamework,

including having participants take the survey to see which windows they

prefer—I divide participants into small grotips, and ask the members of each

group to chose an object on exhibit and generate one d1uestion fur each of

the entry points. Then, each sma!l group presents their cjuestions to the rest

of the participants in front of the corresponding object. in a couple of

instances—ar the rec]uest if Participants—I have typed all of the L]Liestions

and mailed them to the participants which, in the ease f docents, were then

used on tudits.
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in turn to the narrative. \Ve then pondered how the w )rk ma’s’ have beenmade. Finally I would ask, “Is this art’’ The definition developed from, yes,because it’s in the gallery to complicated ideas of creativity, intent andindividual expression. Finally we made silkscreen prints. The first week justthe method of printing was explored. By the later prints the students could
use the medium to explore and express ideas.

SCHOOL RESPONDENTS TRIAL USES
School respondents described their uses in a number of settings as
directly euoted below. They too had future plans for usc and
emphasized the possibility of using the approach with students’
own art works:

• \Vhen we studied the C lonial Period, I used some of the art work and toysto elicit responses and interest in the perioI. I asked the questions at thevarious entry points and received a variety of responses. I also used themusic of the times as we studied the pieces.
• I am teaching a course at my local teacher center to 12 teachers who represent awide cross-section of assignment and expertise (K—12). In this course, I haveasked the teachers to explore: 1) “windows’’ they use to teach, 2i ‘‘windows’’their students use to learn and, 3) any new “windows” that emerge as aresult of the journal writing and reading we are doing in the course. Forexample, are some students, as well as some teachers, so nontraditional intheir thinking that they, unknowingly, create eclectic windows.

To begin, I asked the teachers in mv class to imagine a window theymight each, individually, look through to see “learning.” They could be veryimaginative nd see learning as a person, a mood, a series of colors or anythingelse that helped them to visualize learning. (I am going to ask them to trysomething like this with their students).
From this, will show them the five entry points of learning with a readingof Gardner’s seven intelligences. From here, I want them to observe any‘windows” of learning in their classrooms and write about them in their umnal.

• 1. \t school with repr duerions of art.
2. At school with myths, poetry, illustrated children’s books (this workedespecially well with K and I to introduce them to “learning to look” byemploying object with which they’re used to being intimately involved—i.e.,b ) o k s.
3 . At an art museum looking at sculpture and paintings.
I used small index cards, eol )rc( ded by entry point and had students “picka card” either within one entry point or at random from all the entry pointsas we went through galleries in the museum. For K and I, I used one wordon each card rather than a whole sentence and gm uped them by entry pointalso. For example, I would have each child first pick a card with the namesof objects, colors, shapes, etc. that they might see in a gallery of paintingsand then each child would talk about what they had found, actually a simple“treasure hunt” game, hut with underlying themes. This worked well.

I gave a copy of ‘‘\\indows as \Vivs to Explore ()ncs Own Thinking andLearning” to a high school student to use in looking at a po ject she hadrecently completed. She found it useful as a struerure to retleet on her ownpi and on her experience in making it. She is-’.ii “independent studs”’student with me this semester and we decided that it might be a useful tm 1
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down normal adult defenses). 1 then assii.neci them to write four excellent

questiofls relating to any work of art in the museum. For the second session

of the class, they will present these questions as docents. I will ag:on use the

methodology of entry points with a more traditional 14th century picture in

comparison to our usual types of questions. Normally I require them to write

a factual question, compare and contrast question, premise question, and

evaluative question for a work of art. \X’e will also ccmtinue the dialogue

about dialogue and its importance to learning and seeing. I will also assign

them to write four more questions about a work of art which best

exemplifies color, line, shape, texture or light.

• I wanted to use the windows (which I have created in cardboard) for doecnt

training, so I got two docents (their comments are enclosed) to read over

this material and comment on the usefulness of this for one program. i’\Iainlv

they didn’t see that the windows could be incorporated into the tours we

currently do. I hope to be able to use the entry point windows in some kind

of training session soon.

• I used the sample entry point questions with my docent group for them to

identify their own learning style. \X’ith this knowledge I hope to further

develop questioning strategies in our fall workshops.

• Docent training. The docents simply used entry points sLiggested by the art

o 1) cc t 5.

• 1 am very excited by especially. ‘“Vindows” or “The Entry Pmnt ip/roaeh.”

So thrilled in fact that I have incorporated this educational framework into

docent training; a teacher recertification workshop series that I host; a recent

art teacher in-service co-presented by me...

• A group of 25 docenrs were split into pairs anti turned loose to select four

random art ohects in our museum and answer five different entry pointi

questions about each.

WITH STUPENTS

• \Vith a group from the Y . Another docent chci the first part of the tour. It was

more like a talking lecture. The children were very bored and antsy. I took

over—started with portions of The Gnerh Game anti then went into portions

of The En/i]’ Point - i/2proeleh method. This worked quite well.

• I’d like to craft a tour around the five entry points—for high school and

above. Use with my college docents would be very interesring—their self—

awareness would be aroused in the li)c (if verbalizing about art.

• Coming tip with new self-guided tours, and curriculum.

• 1 have not had time/opportunity to use the materials with large numbers of

people. Several teachers that 1 collaborate with are starting to Lise the entry

points in their classes, but I don’t have any of their comments/results as vet.

• \Vc will use The Eu/ri’ Point . Ljproeic/i this fall in conlunction with

elementary schools viewing the faculty show.

• As I mentioned 1 used the matt board “frames” to teach a five \veek session

(one meeting per week). Each session involved one hour viewing artwork

(in this case American Prints of the óUs). \Ve began with what do yoLi seer’

They (the students) timped quickly into interpretation SO 1 would restate—a

barn—as “this red rectangle and brown triangle look like a barn to you.

Thes quickly inclLided what made them arrive at their interpretations. The

stories we created were wonderful—each student adding a sentence or two
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SIMI LAR Ac:TIVITI ES REPORTED BY MUSE
RESPONDENTS
Although most museum and school respondents reported finding

many similarities between uk Entry Point -lpproac/i and pedagogical

approaches in place in their educational settings, there were not

very many specific examples described. ()ne example from a

museum educator is directly quoted here:

\\‘c have a partnership program with schools that uses’artists (musicians,
storytellers, dancers) to interpret visual art in the galleries and involve

students in hands-on experiences. \Vith nonvisual artists serving as bridges,

the program involves’ active (though not necessarily consciously in the artist’s

part) use of several entry points—especially Narrative and Experiential, in

addition to Aesthetic and Foundational. (I’m now thinking it would be fun to

have a scientist or mathematician—in—residence to serve as a Logical/

Quantitative interpreter!).

A number of educators sent us materials from their educational

programs which they felt were similar to the approach, and these

materials—along with those that were sent in response to the

request in The Generic Game booklet—are described in Appendix

C which is devoted to materials in the field.

EXAMPLES OF MUSE RESPONDENTS’
TRIAL USES AND EVALUATIONS OF THE
ENTRY POINT APPROACH

MUSEUM RESPONDENTS’ TRIAL USES
A number of museum resp indents told us that they were looking

forward to implementing The Entry ]oint ‘-1pproac/i, but had yet to

try it. A few museum educators tried it as described below, specifying

its usefulness especially for docent training. Most frequently,

museum respondents seem to have implemented the exercise in

which respondents consider a work of art and select the entry
point question to which they woLild most like to respond. Directly
quoted descriptions of uses follow:

WITH OENTS
I am trying Th Ent Point lpprouch with my new student docenm class.

These students, all second year, are chosen through interview’ and application

from a group of ibout 4(1 who “try out” for student docents They are from
varied backgrounds and majors; i.e., from economies to pre—med. I began

the class cold by examining two pictures—realistic and nonobjective (copies

enclosed). I modified (for the pictures) and tried to use all of your cluestions
in every category in as free flowing a conversational manner as possible.

Tins was their first exposure to talking about art. lhev appeared terrified but

they jumped in as I cajoled them (p.s. humor is critical in inuirv to break

_1gy p
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angrily turned to me and said “[t doesn’t matter what I think, I want to know

what you think.” Of course this was with a lot of contemporary art SO... I

have found unfortunately SO often with adults that they think they have been

told what to think in an art museum because... they are so intimidated by

the art historian; the labels; the big money spent; the other so-called

knowledgeable people strolling about: that they are terrified to talk. It is the

natural by—product of our system of education which prizes words spoken

and written above the visual expression. Most people have been taught

through passive lecture rather than through finding out for themselves and

problem sc dying. Problematic but definitely worth doing!

Other museum educators cautioned on the possible misuses of the

structure:

• I think it is important to avoid categorization and pigeon—holing. By virtue of

the five categories, I think this might happen. For me it would be importani

to let someone who is evaluating his or het way sif learning know that this is

just a framework and not a definitive structure Also I Wi mId prefer to see Lt

used more as a way to construct information than evaluate behavior.

• As with The C, ,, iir Grn,ie, I would worry that some teachers ‘educators

might adhere to it too rigidly.

• Like other systems for organization, this approach is most helpful when used

to force me to reevaluate and expand the range of my teaching and ihinking.

The approach is most problematic if it is rigidly used to enforce segmented

thinking. The approach is clever at sorting out different perspectives hut

thinking seems to flow from one area to another spontaneously. This movement

of one view to another sparks excitement and interest. The approach should

he used to generate intellectual activity not to restrict it.

SCHOOL RESPONDENTS
A couple of school respondents thought there might be challenges

in teacher implementation/training aroLind the entry points and in

gaining acceptance of the approach from administrators and the

broader society:

• 1 think the no ist problematic aspect for me at this time is presenting effectively

the windows that I am least comfortable working with. This shoLild change

with experience and bx reading the literatLire (including examples of

applications by other practitioners).

• In order for someone to teach this way, he or she will have to understand

the differences in “entry points and how to translate them into valid

educational action. Changing peoples minds is challenging, and this I think

is the most difficult part of this educational approach.

“OTHER” RESPONDENTS
One of the “other” respondents saw the “equality’ of the five entry

points as problematic:

• It gives the impression that the modes of learning are er1uallv important—

while the are not socially. I do think (or rather believe) that they ‘ire

ecjuallv valid, but unfortunately the ohs or posi ti( ins related more or less to

each of them are not erjuallv ranked and paid.

•I
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educators having unirue backgrounds will share with students important,eeual, and different intormation. Different answers stemming from the samecuestions and focusing on the same ob;ect.

SH 001. RESPONDENTS
Students are doing; they are active. They are not passively listening to alecture or a tour guide. Like The Gioie Game, this setup makes the visit toan art museum into a kind ot ptzzic, with a variety of solutions.

• It’s an extremely valuable tool for self—evaluation, helping both students aridteachers assess their styles and preferences for learning. Also, it suggestsways for us to expand beyond our particular preferred entry approaches.
• It allows teachers to look at learmng in a more interesting way. No matterhow often we, as teachers, read and learn about learning, we end tip lapsingback into what ‘school” expects us to produce: an educated young personwho can get into edlege or the workplace. If we can “free” ourselves toresearch and write about the reality of oir own classrooms, we will finallyearn what learning really is.

• The best thing is that it works for the children and helps them to find theiriwo way. In our society as it is t dav it is moving into the future, it is essentialthat multiple approaches and intelligences be encouraged and accepted. \Vecannot expect kids from such diverse baekgroLinds as we have in schoolstoday to learn by the old golden rules. The challenge is to train educators tofirst: sec the value of this and then to utilize it in the classroom.
• In professional development courses, teachers do not expect to do highlyimaginative work. They were surprised by the nature of my redluests, to becreative in their thinking arid their writing. So far. I have sensed a genuineenthusiasm and interest in pursuing learning from within, using ournals andintegrating the tive entry p ints asawav to encourage teachers to be“learners” again so they can enrich their teaching.

MUSE RESPONDENTS’ VIEWS ON WHAT
MAY BE PROBLEMATIC ABOUT THE
ENTRY POINT APPROACH
There wet-c considerably fewer comments on possible problems
with the approach than there were on what was promising about it.

MUSEUM RESPONDENTS
(_)ne museum respondent reflected what we had been told in the
context of The Geperic Game comments, regarding the place of
“feelings’’ discussions in the museum. Though directed more to the
overall approach of questioning/inquiry in the museum setting, the
toHowing directly quoted comment is illustrative:
• \lost problematic arc the feeling luesrions for adults as most people iodavdon’t want to reveal feelings particularly in strange group situations. Theother probleni which oceLirs is to be able to convince and assure people thatit is OK to answer ejuestions—that the docent wants to know what theythink; that what they think is important; that their ideas are valid. I once hada male adult alumni who after I had asked a lot of (LiestiOns of his group,
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MUSE RESPONDENTS’ VIEWS ON WHAT IS

MOST PROMISING ABOUT THE ENTRY

POINT APPROACH
Museum and school respondents seemed to see the benefits of The

Entrt Point .—lpproarh as three fold: 1) helping learners to learn

about themselves: 2) helping learners to experience new and varied

approaches to learning; and 3) providing educators with a rubric

with which to plan curricula that accommodate a wider range of

learners. Selected direct quotations from each group are illustrative.

MUSEUM RESPONDENTS
• These definitions or \vindows—give a kind of substance to or a validation of

the fact that children learn in different ways and that the learning is important

which means it should he utilized in a number of different wavsin an art

museum, in the classroom, at home, etc. I realize this is nothing earth

shatteringlv new... but the more it is researched and considered the better

for all!

• The diversity of approaches recluires new interpretations and reveals

sometimes new, surprising, and dramatic aspects of a work of art. C)ne

doesnt normally think in all these different ways, and so the approach

sttetchcs one’s powers of observation and interpretation and provokes s me

perceptive and new ways of looking and understanding. It’s a goc d tool

get involved on different levels when it wotks.

• Developing a usable approach to art that non-art specialists can use. Also

showing how art can be used with, and compared to other disciplines. If this

is a goal, I would want to he careful about language SO as to make it “user

friendly” to a variety of types of educators.

• Recognizes that authentic learning takes place fia m the inside out and

creates space for learners to discover their natural styles. For teachers and

other facilitators of learning, keeping the entry points in mind allows one 10

better observe and recognize students’ styles. and encourages one to include

all the entry points (though not necessarily always in the same lesson or

even the same day) so that all students have a chance to learn in ways that

are natural and affirming, as well as to experience other ways that are

different and challenging that they may not have tried on their own. It seems

to me that the ideal would be to provide each learner with something like

( )—7(f4 of learning experiences geared to their srvle and 3fl—4O of

other approaches to expand their understanding, experience, and appreciation

of diversity. For the museum, this approach emphasizes that viewing art sh mId

be a living, interactive diah )gue.

• The approach is most helpful as an organizing to( as I plan my lesson and a

checklist for myself to be sure I am trying different perspectives as I teach.

One group of students that I worked with over 5 sessions began to adopt the

approach to their own interpretations. They learned it through imitation and

practice without an’ lengthy explanations.

• The connections made between nniseums and schools. These entry points

help to euare education and art education. ( )f course the different
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.ipproachesopportuniries of Project MUSE. Unfortunately onder the current

systeni most school kids only come to the museum once a year for an hoor—

there aren’t funds for hoses, etc. to alloxv most seh< mIs to plan several visits

in a year. It seems to me that the Project MUSE approaches would be most

effective in a continuing project, rather than a one—shot visit to the museum.

are developing h mger term partnerships with some schools that will

alloxv for more in-depth, flexible experience with these approaches. In

addition, \ve can incorporate and introduce these ideas in our teacher’s

paeletsand educational materials to encourage teachers to consider using

museums in new xvavs. For instance at our spring “Evening for Educators” I

intend to have teachers answer the five sets of questions in booklet 2 and

then do an entry point exercise in the galleries similar to the teacher’s

xvindows activity.

In working with “Windows,” I have observed that any of the entry points can

be as engaging of the others to any kind of learner, depending on the

question. For example, while I tend to think of myself as more of a foundational

than experiential learner, I have been equally if nor more engaged by

experiential questions which were created—often by experiential learners—

to correspond in a very specific way to a particular work of art.

SCHOOL RESPONDENTS
School respondents who had tried out the approach expressed

their delight at the way the children valued the art and discussed

questions in a positive, mature manner.’’ One school respondent

pointed out that “teachers that are willing to give up some of the

‘control’ will find (through this approach and others) that students

will hecome more invested in their work and retain more to apply

later.” Other school respondent comments, quoted directly below,

are most enthusiastic:

Pr ijeet MUS E’s redefining art museunis as “ exploratoriuins” and irs
developing an educational framework which emphasizes a multifaceted

approach to learning—these are the most exciting ideas I’ve been exposed

to in recent years. For museums, particularly, which have usually been

treated as supplements to classroom teaching, the educational opportunities

are boundless.

• 1 like this approach to learning very much. Knowledge and learning are

immensely complex. In my English 10 classes, I reach a “Learning” unit in

which I rn to show students how we learn; they are genuinely interested. I

find that we end the unit by talking about what it means to become one’s

own reacher.

)ne of the “other” MUSE respondents found the approach a “very

interesting heuristic tool’ while another commented, “The tape

recorded guiding tour must he heresy for Project Zero!! (as it is for

me...).”
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MUSEUM RESPONDENTS
One museum respondent described the approach as “\\onderful!

Fresh broad base approach that appeals to many regardless of their

political affiliation.” Museum respondents repeatedly mentioned

that it “reinforced” their own philosophies and that they thought

that “many educators already use this type of approach—although
perhaps not so systematically.” A museum respondent expressed
her views on The En/rI’ Point -ipproac/i in a particularly visionary
way (as our last chapter reveals):

• I would like a specific set of game type materials (like The Generic Game) to
work withi.e., offer visitors perhaps to use on their own.

A few museum respondents mentioned the “overlap” of the entry

point questions and the importance of discussing that directly with

students. One museum respondent pointed out that, “Often I have

45 minutes or less to change and educate a child” and that with a

“skeletal crew of docents,” it would be difficult to implement the

approach. Her thought was to “create a package that can be
checked out and used by families.”

In response to The En/rI’ Point :1pbroaeh, one museum respondent

continues to question the “generic” aspect of the MUSE questions,

pointing out that, in her opinion, ‘‘a silver teapot, a conceptual art

experience, and a painting can’t all provide meaningful answers to

the same questions.” Another museum respondent again pointed

Out the importance of “balancing” an inquiry-based approach with

information provided in lectures in which “one can just sit hack

(with alert ears and mind) and listen or watch.” This museum educator

felt the application of the approach to presenting art history or

incorporating “thematic approaches’ would hold the most promise.

Other directly quoted comments are representative:

• \Ve have also found that forcing oneself to craft cluestions using those windows
with \vhich one is less comfortahle leads to amazingly expanded experiences

with and interpretations of works of art, as vel1 as a more comprehensive

integration of these works with one’s experiences and understanding. This is

especially effective when different types of learners first rnodcl c1uestions

from their respective entry points.

• The most positive aspect of this approach to learning is that it calls for

reflection on the part of the learner. Reflection isi skill we need to teach.

not a mode we move into only when the luxury of time permits! Students

need to unlearn their “right answer” response to situations. This approac1

encourages higher level thinking skills, validates students’ opinions, and

develops acceptance of diverse responses.

• I am particularly interested in combinini the more traditional, thematic Icinds

of museum tours (that most teachers recjuest because it integrates specific

classroom studies and museum exhibits) with the learning—based

•1
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One museum educator made actual frames to put around works of
art for entry point consideration:

• I used mat board cut into frames. Each frame is titled: 1) \Vhat do you see,and how do you feel? 2 \Vhat’s the storv 3) 1—low would you make this? 4) Isthis art and vhv?Atid I added 5) the background picture. The students taketurns “franting’’ the art work and commenting on the artwork from thatper spec I iv e.

SCHOOL RESPONDENTS
School respondents suggested using the entry points in an exercise
that considered a range of works of art with the objective of coming
up with a definition of art. One school respondent thought Ji’e
Liitry Ptinit -1pproic/i might be helpful in motivating “children with
academic and emotional learning difficulties.” Another school
respondent actually iflC( )rporated The Entry Point -1/proae/i into a
museum/school collaboration:

• After reading the literature last fall, we developed a school wide pmir-—I-lands on l—Iistory—which was funded in a city—wide elementary grant
o mpcntion. This isa school/museum partnership which will culminate witha student created museum and a school/museum kit which the museum(s)will prc to loan to other schools. The concept of “entry points and theliterature were used in reference when developing the classroom units andIc tivitv periods.

School respondents also saw the entry points as a format with
\vhich to “critique student work” or “assess/self—assess in any of the
arts (with variati )ns): literature, poetry, visual arts, music, theatre,
and possible for projects in other areas: science project, history
display/project, presentations.”

One school respondent emphasized the importance of engaging
students as the facilitators of entry point curricula:
• I think the same group of students should be trained to apply the entry pointconcepts in a variety of situations across the curriculum so that they can seesnnilarities and make connections. To me the most valuable part of thisexperience is teaching students how to communicate ideas and makeconnections in their lives.

MUSE RESPONDENTS’ OVERALL REATIONS
TO THE ENTRY POINTAPPROACH
For the most part, both museum and school respondents had most
positive (“wonderful,” “excellent”) reactions to The Entry Point
-1pproich.

152



I F (T TH 2IMT PQACH

these areas and use them more vill be more coni.tortahle with them and

present them with more ease.

• 1 tend to emphasize the Aesthetic and Narrative Entry Points and I definitely

think that it has a signifIcant bearing on the way I teach. Whenever I teach a

poem, an essay, short story or novel, I consistently give importance to the

artistic aspects in terms of aesthetics and encourage my students to express

their feelings from a narrative point of view.

• I usually prepare my lessons without dependence on the teacher manual’s post-

reading activities (questions, plot review, etc.i. I encourage “imaginative”

responses to Iirerature—cspeciallv if a student has a talent that involves music,

art, photography, poetry. I even had a student who sewed a costume for locasta

after we read Odd/p//s. Another compared f—fnck Finn to the Broadway musical

version by singing some cjuotes from both versions.

MUSE RESPONDENTS IDEAS FOR ENTRY

POINT LEARNING

MUSEUM RESPONDENTS

MuseLim respondents suggested using Tue En/ri’ Point .4p/roac/i as

a framework for a writing curriculum (encouraging students to

incorporate all entry points), or for writing labels for works of art

that “touched on all of the entry points.” One museum respondent

suggested “splitting a class into five groups’ each of which would

analyze an art object from (Inc of the entry points and then reconvene

to discuss the differences among their analyses. Another museum

educator suggested asking entry point questions in a “different

context.’ For example:

Object: Petrified \vood

Aesthetic: Describe the colors and textures.

Narrative: Describe where and when this object was found.

Logical/Quantitative: Why do you think this ohect looks the way it docs’

Foundational: Does the name (if this object relate to its character \ hv/whv noti

Experiential: Write a haiku p em about this object.

Other ideas for entry point learning included computer games and

videos which either incorporated the entry points in their design

(and “kids could be invited to design them’’) or allowed the pla\’er

to choose a preferred entry point to employ.

It was suggested that adult self—guided entry p ant tours could be

designed for “people who have leisure or are introspective.” It was

mentioned that the approach could be used in docent training and as

an evaluative tool for reviewing teacher packets. insuring that all five

entry points had been included. Additionally, it was pta posed that The

EnTh’ Point —1pproaeh be used in pre—visit museum curricula, for

exercises in which students were asked to create entry point questions.

and as a tool for “collective or cooperative reflective activities.”
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This definitely affects my teaching methods as I believe strongly that

understanding of a given object or issue can be attained by accessing a
preferred entry point (perspective) and expanding on that so that cenunued
analysis naturally pushes through to other p spewes or entry points... In
such a way one can develop km nvledge and understanding which
incorporates varied perspectives.

Once understanding is achieved by consideration of a specific entry point I
believe it is easier for an individual to broaden that understanding, or
deepen it, through analysis of other entry points. The initial approach, or
chosen entry point is not as important as just finding any entry point or
perspective that excites learning, fosters understanding and hence
encourages investigaiion.

SCHOOL RESPONDENTS
School respondents seemed mixed in their entry point preferences,
usually expressing a combination preference like “Aesthetic and
Experiential” or “Aesthetic and Logical/Quantitative” rather than a
penclatt for one particular entry point. A number of school
respondents seemed to include the Foundational Entry Point in
their preferences and to explain their preferences as a result of
their past experiences.

[or example, one school respondent explained that, “Because my
experience and education is in thear ts, I think my approach to
learning tends to flow from one entry point t i another. 1 was
taught to he open and explore many possibilities, to free associate
from many points (if view. Mv experience is that most people have
a tighter approach to both teaching and learning than people
associated with the arts in general.’’

Another school respondent points out, “I have many talents’and am
naturally curious. I have a more developed background pertinent to
some entry points rather than others. When creating questirns the
Logical/Quantitative and Foundational seem to require the most
thought however I am fascinated 1w the answers to their questions.’’

Overall, schotil respondents seemed to think that their preferences
certainly affected their teaching styles, hut in describing the
influence they often had their students or the subject they were
teaching in mind asaguge for their preferences. A few direct
quotes illustrate these perspectives:

• I prefer Experiential because in my fourth grade I have a very heterogeneous
group. This method allows for individual learning styles and is more concrete.
My slow learners need to see, feel, and experience in (irrler to fully
comprehend concepts.

• I think I find it easier to present Narrative and Experiential oriented lessons/
fr.uneworks than Aesthetic, Liigieal/Quantitauve or Foundational. I do try to
present each. I have hope that as I find methods/models more in tune to
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MUSE RESPONDENTS’ OPINIONS ON
WHETHER THEY HAVE A PREFERRED
ENTRY POINT AND, IF SO, WHETHER IT
INFLUENCES THE TEACHING AND
LEARNING THEY PROVIDE

MUSEUM RESPONDENTS
The majority of museum respondents said that they preferred the

Aesthetic Entry Point. The next most frequently mentioned as

preferred were the Experiential and the Narrative. But there were

mixed opinions as to whether a preference in entry point had any

influence on their teaching. Some museum respondents felt strongly

that their preferred entry points definitely influenced their teaching.

The following direct quotes are representative of this perspective:

• I detinitelv think this influences teachinir. I have worked before with a team

of educators discussing the same objects and have alxvavs foLind it refreshing

that some contribute facts as to how the object was made (Logical/

Quantitative), others talk about how it fit into contemporary culture at the

time (Foundationab, while others focus on the shapes, colors, and lines

(.\esthetic) that one sees.

• As Storyteller—in—Residence at the museum (as well as a museum t’ducatr

responsible for creating teacher materials and curriculum materials) the tours

I facilitate for school groups are very strongly narrative in nature—Greek

vases. Asian sculpture. etc. are introduced through myths and Ic ends that

0 )rrcspond to the art objects’ culture, historical era, and subject matter.

Because I perform these stories, there are also aesthetic and experiential

elements integrated in the act of performance. I then work with students to

draw out their own storyteller voices (narrative) and invite them to do things

like write poeins or dance in response to a work of art (experiential). I can

see that the experiences students have directly with me are primarily

“arrative and Experiential in nature. When I write packers, however, I do

best to include suggested activities that include other entry points. In

working with your materials, I can see I am weak on providing Logical!

Quantitative opportunities (and actually I Ii Ve mathh so I am inspired to

mire carefully consider its inclusion.

Some museum respondents said that regardless of their preference,

“by being aware of the differences in learning, a teacher/presenter

can pose many different questions and organize a variety of

activities.” ( )thers felt that a preferred entry point might be a good

place for an educator to begin:

• The Aesthetic and Experiential would, generally speaking, be my favored

entry points. 1—lowever, I must add, that although these entry points would

likely prompt my initial response to somethm, more often than not my

thinking processes will prompt consideration of an object or situation from

inc or all of the alternate entry points or petspectives.
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entry point approaches might not be applicable. Take a bird for example. If
you are exanuining ii as an object would Narrative be appropriate? jOr

Foundational i

In terms of the correspondence hetween objects and entry points,

school respondents proposed a different set of alignments than did

the museuixi respondents:

1) “.\[odern Art”—Rap Nlusie—l—Ieavt Metal—I think .\estheoe and

Experiential are more likely windows of entry. The spoken word is

inadequate to express \vhat one sees/hears.

2) Photography——especially portraits or people in action—Narrative and

Logical/Quantitative. Especially true with black and white photos, the artist

“says” so much in the second chosen to snap the picture. The appreciative

viewer has to supply all the narrative and ask the logteal questions.

entry points—T\Iaehines or geometric things seem to

call for order: Logical approaeb.

Rock ‘n roll music—Experiential.

An essay——N arrative.

1—lowever, by discussing these notions, an instructor can offer other entry

points by contrast.

Another school respondent echoed the opinions of several museum
respondents in saving, “1 think that paintings, particularly classical
ines, lend themselves to the Narrative Entry Point to a greater extent

than other works of art. I believe that the Logical/Quantitative

Entry Piont is best suited for sculpture, or objects such as vases

ho\vls, etc.’’

Beyond these proposed alignments, however, the school

respondents seemed to agree that the power of The Entii Point
—1pproic/i lay in using it in more unexpected ways. As one school

respondent explained:

In science and math there are man occasions for using the Aesthetic Entry
Point to introduce new learning and to make connections with other modes

of thought. The poxur (if The Eizt’ Point ljprone/i to learning is that it

stimtilates teachers and students to break out of a set way of thinking about
learning—and life.
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art lent themselves to different entry points. For example, one

Aesthetic—sculpture/architecrure
Narrative—realism/painrings & regionalism & Impressionism
Lotical/Quantirativc—Rcnaissance, Gothic, Roman, Greek. etc. \Vorks from

places and times other than one’s own also items referred to as craft.
Foundational—Abstract paintings and sculpture/modern and contemporary!
video and multimedia works and plcccs.
Experiential—all objects.

But this was not the prevailing view. One museum educator pointed
out that abstract art lent itself to the Aesthetic and representational to

the Narrative. Nonetheless, there seemed to he general agreement that

even if some entry points appeared to lend themselves more to one

object than another, that did not mean that particular entry point
should be the only one engaged. As one museum educator put it:

• We are discussing entry points. Of course some will work better than others

for a given object but that doesn’t mean the interpretation of either the
presenter or viewer needs to be limited to that approach at all.

C)ne museum educator emphasized context as the element that

mediated entry points and- tn(ther reported that experience taught

him that objects did not determine the appropriateness of entry

points. The following two directly quoted statements illustrate

these points:

• I think the context in which the object is explored lends to a particular entry
point versus the object itself. For example a leaf might lend itself to a

Logical! Quantitative approach in a biology class. but an ;\esthetie approach
in an art class. Or in a drama class a chair might be explored experientially,
while in an art history class, foundationallv. 1—lowever, I think using multiple

entry points allows for a broader, less prescriptive understanding.

• When I first started working with this approach, I felt that the object would

dictate the best entry point. 1—lowever, I have found that objects which I felt

were ill—suited for e.g., Logical/Quantitative(1uestions were not necessarily

so. I learned this in group sessions where. e.g.. a Logical/Quantitative

learner was given the opportunity to generate the question for that windov.

Hence, the importance of cooperative teaching and learning.

SGHOOL RESPONDENTS
The majority of school respondents seemed to think that “the

object can ‘write’ a particular entry point.” In describing that

“writing,” school respondents put it in terms of the ease with which

students would he able to learn from one object or another. One

school respondent explained:

• Definitely. Kids would have a much tougher time using the Narrative Entry

Point (and even perhaps the Foundational) with nonobjective works than

they woLilcl with representational ones. Also, with non—art objects, some

museum educator suggested the following categorical list:
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THE ENTRY POINT APPROACH
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I think that some learners consistently approach through one “preferred”

entry point, but that many vary their approach depending on a variety of
variables. \Vhat seems significant is that educators need to remain open—

minded in their teaching techniques in order to allow learners to float freely

into whatever entry point is the most appropriate.

Yes. I found myself constantly clra\vn to one or two entry points. They relate

directly to learning styles and people will definitely have preferences no

matter what object they are viewing or responding to. \Xhat is important

here is that, through practice, learners can become comfortable using entry

or styles that they might not otherwise have chosen. You can learn to
use many different approaches!

Absolutely! I think that learners have their own learning stles and some
entry points will be more comfortable to specific learning styles—for

example, a concrete sequential learner will probably feel most comfortable

with the N arrarive entry, while a random/abstract learner might feel most
comfi ttable with the Experiential entry. However, do believe that all types

of learners can function in all entry points, it is just that they may feel most

c( )mfortable in a particular entry point.

• Initially I thought this might be true. After using this approach to look at
works of art, however, I do not see a ptttern.

I think it depends on the learner’s’ age and cultural background. It must be
easier for young learners to look spontaneously at different objects through

varioLis windows, whatever it is, a work of art ora science object. In my

case, I am So well conditioned that it’s easier for me to use the Narrative
window when I look at an object of art, arid the Logical/Quantitative Entry
Point when I am in front of a science object. Anyhow, there are some basic
expectations on the Logical/Quantitative side which cannot he avoided if

one wishes to work in science...

MUSE RESPOND ENTS’ VI EWS ON WH ETH ER
SOME OBJECTS (ART OR NON-ART) LEND
THEMSELVES TO PARTIWLAR ENTRY POINTS

MUSEUM RESPONDENTS
\\‘hile a few museum educators told us that because the entry points
were “more of a framework fur thinking,” it would make no difference

what object the learner \VaS considering, there was general agreement
that all objects could be considered from all of the entry points.
Nonetheless, a number of museum educators suggested that,
depending on the object, a particular window might be “more
appropriate to start with.” For exampie, in considering “Jackson
Pollock, Aesthetic may be a good starting point ending with
F( )und’laiond’’ whereas with a religious image like “‘St. Sebastian Shot
with Arrows,’ one might want to start with tile Narrative.”

Some museum educators thought that across all works of art, it
would be appropriate to begin with the Aesthetic Entry Point and
end \vith the Foundational; others thought that different works of
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context. For instance: your grandmothers tea cup might be simple regarded

as a practical drinking vessel if it were on your kitchen table. If it were 0) be

presented in a museum showcase, von would probable become more aware

of its aesthetic ciualities. In another context, it mitht remind you of a moment
von might have shared with her—or a story she may have told you about it.

I think different learners do show preferences, although to me, it generally

appears that learners are a combination of 2 (or even .3) styles and that the
subject or object heing considered does influence ones response. For example
a Narrative/Experiential learner may prefer creating a story for an 18th century
painting, but prefer dancing or singing in response to a nonobjective 20th

century painting. \Vhar I like to see learners “discover” is just this: that they
and the art work are “one —they impact and influence each other; that
viewing art is a living, interactive process, a real dialogue taking place in the

present moment. Viewing art thus becomes a process in which a person can

discover their preferred learning styles, but also discover other styles and

aspects inherent in their life—approach that might not have been noticed or

stimulated without the art encounter.

SCHOOL RESPONDENTS
The majority of school respondents seemed to feel that learners

\vould have preferred entry points, but that all children were open

to experiencing the range. Their comments directly c1uoted helo\v

articulate their perspectives:

The Aesthetic window appeals directly to most learners in its immediate

appeal to the senses and its no—wrong—answers message, this entry point

allays fears that many students/learners have about failing or appearing

foolish when learning something new.

‘ies—__though I have no proof! In the classroom it is very obvious (with a

subsection of a given class that some students have a highly developed

learning style—perhaps highly visual—that almost hampers learning if the

particular lesson emphasizes an alternate style (perhaps by its nature or

because the teacher or other classmates are more comfortable with a

different learning style).

• Yes, visual learners will probably prefer the Aesthetic approach, while audio

learners will best understand the Narrative approach. Both audio and visual

learners could profit liv using the Experiential technii.jue where a hands—on

approach is more concrete.

• Yes. I think students have different learning styles and enjoy choosing ways

learn. I think it would he interesting for students to nor only select the

entry point thee most prefer, hut also, I think they might, als, learn more

ahout why other entry points are not appealing to them. This is valuable

information for them to understand about themselves. It encourages a

strengthenina of an “intelligence” that they might avoid.

• I do. I think, as a K—i teacher, it will be fun and enjc nable fi r the students to tr\

each of the entry points but that students will individually prefer and feel m Nt

comfortable with entry points related to their current areas of “performance

strength.” I also think, with exposure to a variety of entry points, I) all children

should succeed, and 2) children (particularly young children) may lie

introduced to new ways (if understanding that hecome strengths.

‘J E (‘
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educator suggested that, “there is at least one entry point that learnerswill not prefer regardless of the subject or object being considered.”
Those museum edLicators who thought that students would not
prefer one entry point over another seemed to think that “the
questions posed” would make a great difference and that if viewers“have a good experience with a new entry point, the options of
entry available to the learner could broaden.” Some representative
comments are quoted directly below:

I do ihink that different learners \vill prefer one entry point to another.I-H )\VEVER, the vast maioritv of art viewers are uninitiated, novice viewers(young i r old) and will respond to art tirst through the Narrative window.The’ will look at the work via their own personal experience and search fora narrative they can find themselves in. Viewers that have huilt layers ofexperience xvitli art will be able to explore art through the other windowsv u Ii ave identified.
• [nitially, yes. But I think over time and in response to different works thatdifferent strengths and styles could and would be brought out. This is aparticularly intriguing aspect to me—how works of art (there, I used thatphrase) affect us differently, poll different sides’ind shapes out of us.
• I think individuals vary greatly and I would be curious to see how age playsa factor in stylistic rcsp uses, i.e., are older participants more “dyed in thexvool than younger ones.
• Different learners \vill almost certainly prefer one entry point to another. Themore 1uantifiablc the approach, the “safer” it is to people who like thingsthat can be provably right or wrong and/or fear failure. That example leapsout asacommon experience for me both in the classroom and in the museum.In my experience people combine or move in and out of the others dependingup in the particular work of art.

• Yes—individuals seem to have strong natural predilections which direct theirchoices (if leisure ictixit as well as career. \Vhile many who work in musetimsor visit them often realize that art obleers may be viewed through nv of thefive windows, many among the general public assume that their preferred“window’ is not open in the museum.. ‘Llso museums have not alwaysprovided visitors with multiple wav5 of looking! learning or acknowledgedthat multiple approaches exist.
• I think people, especially novice viewers, will approach all art works withthe same general expectations ot set of criteria. With experience, I thinkpeople can he guided to discover other approaches and that is a reallyimportant development. You want the viewer to develop an ever—maturingpoint ((f view.

• Isn’t it ttue that depending on the individual art work, one entry windowmight be a better learning device than others. But if a student decides thathis/her entry point is through the Narrative, s/he will not value or enjoynonobjective as mtich as representational ones. Students shouldrecognize that the artist might care about a different entry from theirs.
• I think we each have our own pirtietilir emphases when regarding anoblect—onc that might he favored over another. However I think it wouldlikely change depending on the object and also depending on the oh)ect’s
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alternative entry point questions. These questions were all recorded.

considered, and selectively incorporated in to the final MUSE learning

tools: The E;itrj’ Point QLTEVTc, described in the next chapter.

Respondents vil1 see included in those learning tools, many of the

questions that they suggested. especially those (and there were

many) that were suggested by iiore than one respondent.

Frequently, museum and school respondents encouraged the

incorporation of questions that might elicit more than just verbal

responses. and they cautioned against questions that invited a yes

or no answer. For example, a suggested logical/quantitative question

was, “Can you create an ad or TV commercial selling the attributes

of this painting?” Or as an experiential request, “Update the \V( )rk

of art. For example. paint a nineteenth century landscape as the

place would look today.” A foundational question that was suggested

1w a museum respondent was, “Why do we have museums?”

MUSE RESPONDENTS’ VIEWS ON WHETHER

DIFFERENT LEARNERS WOULD PREFER ONE

ENTRY POINT TO ANOTHER—REGARDLESS

OF THE SUBJECT OR OBJECT BEING

CONSIDERED

MUSEUM RESPONDENTS

The majority of museum respondents thought that individual learners

would prefer one entry point to another. A number of those that

held this view seemed to feel that the choice of one entry point

over another \voLlld correspond in some way to the age and

experience of the viewer or even to the influence of his or her

peers. One museum educator pointed out that, “as a learner grows.

preferences may change with exposure to others’ learning styles

and with increased awareness of different styles.” Another said,

“the 1oundational I see as the most difficult to grasp and often

students will reach those considerations after they have looked at

the object in a Logical, Aesthetic, and Narrative way.”

Interestingly, while museum respondents th ught that tlie artist’s

preferred entry point would resonate thr( ugh the individual work

of art and consequently, “the object itself will demand )fle entry

point over another,” there seemed to be general agreement that all

entry points could be evoked in considering any work of art.

A number ()f museum respondents thought that the choice of entry

point “depends on the subject/object being used, and one museum
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above aU others. The rest are then subordinated.” Other museum

educators suggested and explained as directly quoted bdow

• • pk,sical entry point concerned with physicality—size, flatness, etc.
Perhaps this is also aesthetic.

• .4 personal jnwlgment entry point I like or I don’t like.

• An es’alnatire or critical entry point dealing with comparisons.

• An indnctir’e entry point leading visitors on to speculate... using their own
experiences or ideas.

• .4 senses entry point For example, when we show school groups our Japanese
tea bowls, we also have them smell green tea. And when we show them
Native American textiles, we have them touch the fibers. We have many
examples beyond these. They may fit into the Experiential Entry Point.

• .4 creatire entry point through which children explore their creative
process:... dreams... ideas... feelings.

• Inteipersonal or social entry point: for naturally communal or social learners
who often learn by watching others’ responses and by communicating on
the spot

• Personal connections of feellngs entry point For example, the isolation in an
Edward Hopper or the passion in a Dante Gabriel Rossetti can be identified
by someone who has experienced these emotions.

• lnJbrmation entry point a history of the object window.

• .4 cnltnral entry point: concerning cultural context

SCHOOL RESPONDENTS
School rcspondents overall thought the list was complete. They
pointed out ways in which the entry points both reflected and
could incorporate many other learning theories which they try to
implement in their classrooms. The five additional entry points
suggested by school respondents are quoted directly below:

• A scientific entry point.

• An intrapersonal or emotional entry point: dealing with the emotional
appeal or lack thereof.

• .•l connections entry point: ways in which music, poetry, and art are all
examples of patterns.

• .•ln eclectic entry point that might reveal nontraditional thinking.

• A concrete knon’leo’ge entry point: Shouldn’t conclusions be drawn after
comparing one’s own ideas with the fhcmal information about the subject?
Could this be another window? Or a method of evaluation?

MUSE RESPONDENTS’ ADDITIONAL
ENTRY POINT QUESTIONS
Beyond the entrY points, MUSE respondents were asked to comment

on the questions that IsIUSE researchers had come up with and to
suggest others for each entry point. Both museum and school
respondents took this request very seriously and provided numerous
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• Is it easier to uncover these differences when considering a
work of art than when considering a non—art object or subject?

• Is there something about art that awakens and stimulates our

awareness of ourselves as learners and our own individual
processes of thought?

• Is the whole work of art or topic equal to or greater than the
sum of its individual parts?

Questions like these may draw attention to the processes of thinking

and learning that can be revealed by opening the five windows in

museums and in schools. Educators migrht also use the wheel to

design entry point activities around a specific work or topic.

PARTKIPANT RESPONSES
Respondents were asked whether they knew of other entry points that

had not been considered, whether they thought different learners

would prefer one entry point to another, and whether they thought

some objects lent themselves to particular entry p )ints. Respondents

were then asked to comment on the entry point questions that were

provided, whether they themselves had preferred entry points, and

what other ideas they had for entry p dnt learning. Finally, general

review questions (suggestions, strengths, weaknesses) were posed to

those participants who had just reviewed Thr Eiifrv Paint l/praneh as

it was presented, and also to those who had actually tried it )ut in

their educational settings. The responses are summarized here, in

separate sections for museLliTi and school respondents.

MUSE RESPONDENTS’ VIEWS ON WHETHER
THERE ARE OTHER ENTRY POINTS BEYOND
THE FIVE PROPOSED

MUSEUM RESPONDENTS
Overall, museum respondents thought the five entry points seemed

“to cover the basic ways of approaching something. However a

few additional entry p tints were suggested, most frequently with

allowance for the possibility that they might already have been

covered in the five MUSE entry points. The suggested additional

entry points primarily tended more overtly to the personal and

interpersonal concerns of the learner. One museum educator

cautioned: “I think the categories are keenly delineated: but I think

there needs to be some way to consider all as a xvhole. That is, to

be akle to objectively set up a hierarchy of the approaches. I believe

(and have believed) that each work of art merits one maj r approach
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OTHER POSSIBILITIES
It was also soggested that students could respond to entry print

questions’’ancl record their reflection in a chart like the wheel in Figure

4.7. By indicating the object of learning in the center (the specific

work of art or topic being considered), learners can keep track of their

various responses in the different sections of the wheel.

The chart is structured like a wheel to indicate that the different

aspects of the work of art or topic being considered interrelate and
inform one another. By representing the five windowsas related,
hot separate points of entry, a wheel chart may provide a useful
format for reflecting upon the differences in understanding what

the entry points illuminate. The suggested reflection questions for

use with the wheel were:
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FOUR
E •-lesthcti: How does this work of art feel? Is it happy? Sad? Angry?

D \arratne: Does this work of art remind you of a story you

know? Which one and why?

D Lo/ca//0i,a,ititafi,e: Does it look as if the artist spent a long
time making this work or (10 VOU think the artist put it together

quickiv? How can von tell?

D Foundational: is art a language? Why and/or why not?

D Expenntial: Can you clap a rhythm that sounds like what you see?

FIVE
D Aesthetic. How do you think the colors of this work contribute

to the emotions it expresses?

If you were to give this work of art a title, \vhat would

it be? Why?

L La ieal/O,antitatiie’: \Vhich part of this work do v u think the

artist considered to be most important? \Vhv?

L Foimdatianii/: Does it matter if this image is an original work? Why?

L E.xperioitia/: Can you respond to this image in clay?

Take a look at your responSeS. Did you:

• most often choose Aesthetic?

• most often choose Narrative?

• most often choose Logical/Quantitative?

• most often choose Foundational?

• most often choose Experiential?

• not seem tc) have a clear preference?

Do you think VOU \TJld

• have responded differently if you were looking at a different

work of art than the one y( >u were cc nsidering?

• have responded differently if you were considering a non-art

object (like a human skeleton) instead of a \vork of art?

• he most interested in the entry point you most (-)ften chose,

regardless of what v u were looking at or learning?

You might try this exercise, or some version of it, with a group of

peers or students. it can be used to explore the d]ucstion of entry

point preferences and to think about the relationship between the

object of learning and the process of learning. The exercise can be

tried in the classroom with a reproduction, non—art object, or text

as easily as in the museum with a work of art.
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TE ENTRy POINT APPROACH

AN EXERCISE THAT AN BE USED TO
EXPLORE THE QUESTION OF ENTRY
POINT PREFERENGES
Considering any work of art, review the following five sets of
questions. In each cluster, put a check () in the box beside the
question you find most engaging—the one you would choose to
answer regarding the work of art.

ONE
D --lest/jef,c What textures do you see in this work of art?

D ±\Tamztil,e: What are the figures or objects in this work saving to
one another?

L Lo/ca//QJ1dI1t/tat/l’e: How would you go about making this
work twice as big as it is?

D &o/In(/dt/oI)a/: Is this art? Why or why not?

D E.\/ericI/t/1/: Can you move like the motion you see in this work
of art?

TWO
D —1est/jetic: How would you describe the shapes that you see in

i-his work of art?

D Nd/Tat/i’d: \\bere does the story depicted in this work take place?

D Loica//Oiinititatii’e: Is there a part of this work of art that
seems to tie the whole thing together? is there a part of this work
that doesn’t seem to fit?

D &o//Ildat/oIlat Does this work of art speak to you? If so, is it
asking you a question or giving you an answer?

D \‘r/ellt/a/. Using only lines, can you draw the emotions that
you see in this work?

THREE
D —iest/jet,c: Does this work of art look true to life?

j\i/y•. When does the story of this work take place?

Logica//Qiiuiit/tatii’e: Why do you think this work of art is the
size that it is?

L Fouiidatioiia/. Does this work of art have a purpose? What is the
ptrposc of art?

L Fi\btr!dIltia/: If this work is the artist’s half of a conversation,
what do you say back to the artist?
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• What did they learn about science and learning science b L1Sint

the windows in the art museum?

• \Vhat cud they learn about themselves as different learners?

Students were enthusiastic and able to respond to all these cluestlons.

Several students commented on the way their use of the windows in

the art museum changed their attitude about particular windows. For

example. one student grabbed the Logical/Quantitative window on

Day Three and exclaimed, “I hated the diamond window until I used

it with the painting. That was fun. Now I can use it with anything!”

WINDOW JOURNALS
These students documented their learning in notebo()ks they called

“\Vindow Journals.” The exercises were primarily pencil and paper

design so that they could be completed in the journals in the museum

as well as in the classroom. Other exercises could involve different

materials and activities, such as three—dimensional c nstrLictions or

theatrical productions. This teacher planned to use the \\indow

journals and Thd En/n Pu/ut —ljproach through )ut the year with a

range of different activities and subjects including math and English.

THE WINDOWS AS WAYS TO EXPLORE
ONE’S OWN THINKING AND LEARNING
In introducing the entry points to MUSE participants. we suggested

an exercise that had heen tried in a number of MUSE presentations.

In those settings, we would mount a slide or print of a work of art,

and ask the members of the audience to review five sets of questions

(each containing a question from each entry pointi in terms of the

work. Rather than actually answering any of the questions, viewers

were asked to select which question they thought they would be

most interested in answering.

This exercise was seen not only as a useful way of introducing the

five different entry points and the different sorts of learning that

could be accessed through each of them, but also as a good way to

explore with collaborators the possibilities that different learners

do or do not c )nsistentlv favor one entry point over’another. Here

is the exercise.

• \X hat were the differences?
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INTRODUCTION
The teacher introduced the unit by placing the emphasis on the
learncr. She explained to her students that there arc many ways to
learn about any subject—about science, about numbers, or about
art. It’s not only n/lilt you want to learn, but also hon you go about
learning that matters

This teacher told her students that exploring various ways into
learning is like looking through different kinds of windows: what
we see through different windows will differ. She explained to the
students that they were going to use the five windows to learn not
only about science, hut also about horn they learn.

DAY ONE
On the first day, small groups of students were assigned to various
tables on which they found a designated science object (aphids, a
bonsai tree, or some flowers) and one set of the five different
cardboard windows. The students completed the entry point activity
written on each window so that by the end of the first class period,
they had experienced one science object through all five windows.

DAY TWO
On the second day, the students took their cardboard windows to the
Fogg Art MuseLim in Cambridge, MA, and experienced a designated
work of art (an expressionist painting, a modern sculpture, or a
French seventeenth century painting) through the same five entry

point activities.

DAY THREE
On the third day, hack in the classroom, the students experienced a
different science object through the same five entry point activities.

After each experience—classroom and museum—students
reflected in their small groups on what they had d me and learned
with the different windows. They chose their preferred windows,
and considered their preferences:

• Which window was easiest or hardest for each of them?

• Did one window “work best” with the science object and
another with the work of art?

• Did any student always prefer looking through one window?

At the end of the third day, the students reflected asaclass on
what they had learned about learning with the windows in the art
museum and in the classroom:
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4

Fi,ire 4.: T!’ F,ji,,idatio,ia/ J1,iitloii

Tiiiie 4.6: T/’c ]Z.priieiitia/ 1V7,idoii

FOUNDATIONAL
ENTRY POINT

FUNDAMENTAL
WINDOW

Reflect on it. Why does it matter? What is it for?
Shareoier theon’ about it’bc this object is or is not importailt.

EXPERI ENTIAL
ENTRY POINT

ACTION
WINDOW

Do it. I\Iake it. How can I experience it?

Make apictiirc’. dance a dance, orsiiz,q a so;n’ about what von see.
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TL4E NT1 POINT APPROA(W

NARRATIVE ENTRY STORY
POINT WINDOW

Tell its story. What is it about?
Wiite the stor)’ qI u’hcit j’otl see.

F1,ire 4.3: The ]\‘arratii’ Window

LOGICAL/QUANTITATIVE REASON
ENTRY POINT WINDOW

Figure it out. How do the parts of what you see fit together?
Make a list 0/questions about what von see.

I3re 1.4: The Log!ez!/Qiinntitatii 117iidon’
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HOW THE ENTRY POINT APPROACH HAS
BEEN OR MIGHT BE USED: THE WINDOWS
AS CHANNELS BETWEEN LEARNING IN
MUSEUMS AND SCHOOLS
A fifth rrade reacher in Dorchester, MA, Lised The Eu/n Pini/

—1ppuwach to extend a science unit beyond school walls into thear t

museum. Her students used five actual windows—a cardboard

cutout for each entry point—to discover different ways into

learning and to reflect upon those differences.

As in the following illustrations (Figures 4.2—4.6), the five cardboard

windows were cut out with different shaped openings to indicate the

five entry points (the shapes of the openings were arbitrarily chosen).

Written on each cardboard window was the name of the entry point

alongside of a descriprive window title .A particular entry point

activity was also indicated (in italics in the diagrams). These cardb ard

\vindo\vs were used in a three day learning project.

Hr,irr 4.2: T/ 1esthtie IIini/oii

AESTH ETI
ENTRY POINT

SEEING-SENSING
WINDOW

Look at it carefully. What do I see and feel?
Dnccribe tbis object in detai/—u’!7c1t it loo1c like mid bow ii

u1i.çcbt’eel.
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or to design a class assignment on any tcpic.

Using the entry points in this way, an educator woLdd attend to

information about the work or topic that invites learning through all

tive windows. Such information would therefore include aesthetic

concerns, narrative assi )ciations, lo&pcal/quantitative considerations,

foundational issues, and experiential possibilities, indeed, one other

museum professional told us that lie enlarged the diagram in Figure

4. 1 and keeps it on his wall for designing and critiquing written

materials prepared for exhibits and gallery shows.

In presenting the approach, we suggested that questions or curricuia

that frame the different windows can enrich a variety of topics and

engage a range of different learners. Additionally, our hope was

that reflection on their use of the entry points would also provide

students with channels between learning in the art museum and

learning in school.

In the context of Project MUSE, The En/n’ Pu/it 1ppniai was

seen as embodying our three prong objectives of Inquiry, Access,

and Reflection in the following ways:

Inqinry: by providing a structure with which to design a range

of open—ended questions without right or \Vrong answers;

-Ieeess: 1w providing access (delineated by the five entry points)
for a range of different learners with different profiles of

intelligence and different experiential backgrounds; and

Re//ed/on: by providing tangible means with which learners can
reflect on their learning.

The realization of these objectives and the channeling of learning

across art museum and school walls is demonstrated in the following

description of a project that MUSE researchers designed and

implemented in collaboration with Ileana Williams, then a fifth

grade teacher at the Sarah Greenwood School in Dorchester, i\IA.

This example was shared with i\IUSE participants as a part of the

entry point mailing.

an inquiry—based curriculum, there was no reason why the entry
points could not also he used to organize a lecture on a work of art
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AESTHETIC
• Ho\v would you describe the lines that von see

• ‘Xhat colors do von see in this work of art?

• Does what you see seem balanced or off-balance?

• \Vhat emotions appear to be expressed in this work of art?

NARRATIVE
• if this work of art tells a story, who ot- what is the main character?

• When and where did the story of this work of art take place?

• What is the beginning, middle, and end of the story depicted in

this work of art?

• If von were to give this work of art a title, what would it be?

LOGICAL/QUANTITATIVE
• Do you think there is any part of this work of art that ties the

whole thing together?

• in making this work of art, what do you think the artist did first?

• Why do you think this work of art is the size that it is?

• How can von determine the age of this work?

FOUNDATIONAL
• is this art? \Vhv or why not?

• Why do we look at art?

• Is it still art if it is not beautiful (-)r makes von feel uneasy?

• How might this work of art change the lives of people wh see it?

EXPERI ENTIAL
• Can y )U write a poem about what you see?

• Can von sing a song about what von see?

• Can von do a dance in response to this \v( )rk of art?

• Can von make a collage using elements from this work of art?

IS THE ENTRY POINTAPPROACH (LIKE
THE ENERI CAME) AN INQUIRY-BASED
APPROACH?
in presenting this approach, we pointed out to participants that,

from our developing perspective, Tbe En/n’ Poiiit ppiYmc/ was

not exclusiveh- an inquiry-based approach. Although the preceding

questions might stimulate ideas for using ‘F/c Eiit,i’ Pü!,i/ —l]5/Yk7(i? in
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• Mr. Richard Brandt
Hopkinton High School
Park Avenue
Contooco >k, NH ((3229
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• Ms. Sally J. Allen

Dover School System

Dover, NH 03820

• Ms. Ann Draper Brown

Principal

Ox’s tee River High School

45 Garrison Avenue

Durham, NH 03824

• Ms. Kristine Lynes

Oyster River Elementary School

74 Nladburv Road

Durham, NH 03824

• Mrs. Deborah A. Barton

Epsom Central School

Black Hall Road

Epsom, NH 03234

• Ms. Kathleen Ross

Lafayette Regional School

107 Main Street
Franconia, NH 03580

• Mr. Harold Tuttle

Lafayette Regional Schi )ol

107 Main Street
Franconia, NH 0358(3

• Ms. Joanne Zulka
Edward Fenn Elementary

Sc ho ) I
169 Main Street
Gorham, NH 03581

• i\[s. Nancy Aridrexvs

Principal

Marston School

Hampton, NH 03842

A Leslev \Vellman
Curari a’ of Education

Dartmouth College
Hood 1useun of Art
Hanover, NH (13755-5301

• i\ls. Patrice McDonough

Principal
Magical Youth School

Lost Nation Road

RFD 2, Box 106
Lancaster, NH 03584

• Ms. Jean Shlager
Supervising Principal

inter—Lakes Elementary

Meredith, NH ((3253

• Ms. Barbara Callaghan

Principal
Village School

Harvard Road

Mount Vernon, N F I 03( (57

• Mr. Irwin Freedman

Prinal

H ollis Elementary ScIio )l

Hoffis, NH 03049

• Mr. Arthur V. Johnson 11

Nashua NH Senior High School

7 Easthill Road
Hudson, NH 03051

• Ms. Marie Samaha

Principal
Elm Street Elementary School

478 Elm Street

Laconia, NH ((3246

• Mr. Donald A. LaPlante

Principal

Lancaster Elementary Schi )ol

1 School Street
Lancaster, NH ((3584

• i\Is. \Vendv C. Thomas
Southsidc Junior High School

140 South J ewett Street
Manchester, NH 03103

Schi njls

• Torn Richards

New Durham Schi iol

Old Bay Road
Ne\v Durham, NH ((3855

A Museum I :ducatur, I i Itiser ‘ii useum P rFessiunai, • Teacher, • \ n + Pri it si, I ‘i Ii icr’’
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Principal
Pittsfield School District
Bow Street
Pittsfield, NH 03263

• Ms. Joanne C. Magnan
RR #4, Box 1561)
Plymouth, NH 03264

• Ms. Joan \\ood
Principal
Dondero Elementary School
32 Van Buren Ave.
Portsmouth, NH 1)3801

• Mr. George A. Cushing
Principal
Rye J ufll( )r High School
Si I \Vashington Road
Rye, NH 03870

• Ms. Héléne L. Bickford
Principal
Sunapee Central Elementary
Sc ho ( I
22 School Street
Sunapee. NH 03782-2924

• Ms. Kinni Doherty
Sunapee Central Elementary
Sch )Ol
22 School Street
Sunapee. NH 03782-2924

• Ms. Deborah B. Yurick
Carpenter School
South Main Street
\“olfeboro, NH 03894

• Mr. Richard A. Fatnant
Principal
\\oodsvillc Elementary School
Park Street
\\oodsvihle, NH 03785-)4()1

• Mrs. Linda M. Kolh
Beachwood Elementary School
901 Berkeley Avenue

Beachwood, NJ 08722

• Ms. Dianne Hollebaugh
Camden Middle School
32 Union Street
Camden, NJ 13316

• Ms. Maryelyse Carter
St. R se of Lima School
51 Lincoln Place
Freehold. NJ 07728

• Ms. Kelly Clark
Middlesex High School
31)0 Kennedy
Middlesex, NJ 1)8846

• Ms. Susie Schub
Founder / Director
Children’s Cultural Arts Center
at i\ l( )ntess( ri Children’s H )USC
21 Cutler Street
Morristown, NJ (17961)

A Ms. Laura Fattal
(formet’ Curator of Education
Rutgers, The State University of

New lcrsev
Zimmerli Art Museum

George and Hamilton Streets
New Brunswick, NJ 1)891(3

A Ms. Lucy Vcrhees Brotman

Assistant Director of Education
Newark Museum
49 \X’ashington Street

P0 Box 540
Newark, NJ 0711)1

A 1useun I diicat i, I ( ‘1useuii Pr ,fesinntI, • 1 -a her. • \rr Ietclier. • PiiriuipiI, I ‘( )thcr
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• S. Mary Elizabeth Farreli
Associate Principal
Queen of Peace High School
19 1 Rutherford Place
North Arlington, NJ (37031-6091

• Ms. Deanna J. Chuv
English Department Head
Central Middle School
Route 46 \Vest
Parsippanv, NJ 07054

• Ms. Elizabeth J. McConnell
Randolph High School
Millbrook Avenue
Randolph, NJ 07869

NEW MEXICO
I Ms. Ellen Biderman

Co-Director
Santa Fe Children’s Museum
1050 Old Pecos Trail
Santa Fe, NM 87501

A Ms. Aureia Gornez
Scho( l Arts Coordinator
Museum of International Folk
Art
MuSeum of New Mexico
P0 Box 2087
Santa Fe, NM 87504-2087

NEW YORK
• Mr. George A. Mesologites

\X.C. Mepham High School
2401 Camp Avenue
Belimore, NY 11710

• Mr. Thomas W. Flynn
Principal
Alternative High School

14 School Street
P0 Box 998
Broadalbin, NY 12025

110 Pugslev Avenue
Bronx, NY 10473

• Mr. Anthony Fasolino
P ri n ci pal
Community Elementary School

450 St. Paul’s Place
Bronx, NY 10456

• Mrs. Elena c;oiez
(former) CS 6 Bronx
1000 East Tremont Avenue
Bronx, NY 10462

• Ms. Ana I. Grafals
CS 61 X, Francisco Oiler School
1550 Crotona Park East
Bronx, NY 10460

• Mr. William Plummer
(former) Principal
Community Elementary School
450 St. Paul’s Place
Bronx, NY 10456

• Mr. i\lejandro Lugo
Pri n ci pal
Public School 94K
5010 Sixth Avenue
Brooklyn, NY 11220

• Ms. Beth Schneider
Head
\Vood\vard Park School
50 Prospect Park \Xest
Brooklyn, NY 11215

• Mr. Mark \V. Frazier
Lorraine Academy #72

71 Lorraine Avenue

Buffalo, NY 14220

• Ms. Donna Doig
Interim Principal
Canton Central School
Canton, NY 13617

A \Iuseun I ducat r, I ( )ther \Iuseurn Professional, • Teacher, • .‘rr Teacher, • Principal, “C )t[ier’’
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• i1s. Connie Riter
Mathematics
Cicero North Syracuse High
Sc ho C) I
Route 31

Cicero, NY 13039

• Ms. Evelyn Leincr
I\Iandraccbia/Sawmill
Intermediate School
New Highway
Commack, NY 11725

• Mr. Larry Sformo
Pembroke Intermediate School
Route 77
Corfu, NY 14063

• Rabbi Harvey Silberstein
Principal
Yeshiva Har Torah
254-04 Union Turnpike
Floral Park, NY 11004

• Mr. Michael J. Mongin
Principal
Fonda-Fultonville Central
Fonda, NY 1206$

• Dr. Esther Zatrer Levine
North High School
750 Herman Avenue
Franklin Square, NY 11010

Ms. Vicky Mannis
Executive Director
Hi-Hello Child Day (are Center
212 South Ocean Avenue
Freeport, NY 11520

• Ms. Josephine A. DeLuca
Goshen Central High Scho )l
Scotchtown Avenue
Goshen, NY 10924

• Ms. JoAnn J. Morse
Principal
Scott M. Ellis Elementary
Sc ho ) 1
Greenville, NY 12083

• Ms. Mary Mastro
English Department
\Voodlands Hit,rh School
475 West Hartsdale Road
Hartsdale, NY 10530

• Ms. Edith \Vinthrop
Director
Westchester Teacher Center
475 West Hartsdale Avenue
Hartsdale, NY 10530

• Mr. Gordon C. Valentine
Homer Central School
West Road
Box 500
Homer, NY 13077

• Ms. Linda Passman
77 Deertrack Lane
Irvington, NY 10533

• i\Is. Anne H. Furman
Belle Sherman Elementary
School
501 Mitchell Street
Ithaca, NY 14850

• Ms. Joann Trimarco
Art Teacher
Grace Lutheran School
100-05 Springfield Boulevard
Jamaica, NY 11429

• Ms. Barbara Wilson
Lake George High School
425 Canada Street
Lake (;eoge, NY 12845
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• Dr. ndre Stein

P i tiC al

Como Park School

1985 Comu Park Boulevard

Lancaster, NY 14086

B Mr. Gregory S. Tripp

Coino Park Elenwntarv

1985 Como Park Boulevard

Lancaster, NY 14086

• Ms. Elizabeth Dreier

Principal

Murray Avenue School

Murray Avenue

Larchrnont, NY it )53$

B Mr. Greg Smith

Livonia Central School

P() Box E

Livonia, NY 14487

• Mr. Philip A. Zemmel

Pr in ci pal

P.S. 76

36-36 10th Street

Long Island City, NY 11106

• Fort T. Haves

Principal

McGraw Elementary

Academy Street

McGraw, NY 13101

• Ms. Jan Waterbury

Jarvis Llernentarv School,

Mohawk Central School

10 Fisher Avenue

Mohawk, NY 13407

• Mr. Frank Bruno

Chairman Second Language

Arts/ LSL

Herricks UFSD

Shelter Rock Road

New Hyde Park, NY 11040

• ls. i\larlene Barton

Head of School

West Side I\Iontessori School

309 West 2nd Street

New iork, NY 101)25

• Mr. Gordon H. Clem

(former) Headmaster

St. Thomas Choir SeN to]

202 West 58th Street

New \ork, NY 11)019-1406

A Ms. Nancy E. Easton

Program Manager

The Guggenheim Museum

Children’s Program

Learning Through Art

6 East 87 Street, 6th floor

New York, NY 1012$

A Ms. Marion Galison

Education Coordinator

National Academy of Design

\ I US urn

1083 Fifth Avenue

New \ork, NY 10128

• Dr. Leonard H. Goluhchick

Principal

P.S. 20, Manhattan,

International Magnet Scho( )l

166 Essex Street

New \ork, NY 10002

• Ms. Lori Grasselli Grunes

P.S. 1 3M, Roberto Clemente

School
333 East 4th Street

New \ork, NY 11)) 1)10

• Dr. Joan Gutkin

Pr inc i pal

P.5.9, Sarah Anderson School

1)))) West 84th Street

New ork, NY 101)24

A siiisurn I ducat( r, I ( )thr \1uscuni Pr ferslntI, • ‘fcachr, • \rr TrLcher, • I ‘riniptI, ‘Otlicr’’
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• i\ls. Helen Halverson
Principal
Fieldston Lower of the Ethical
Culture Fieldston Schools
33 Central Park \\est
New York, NY 10023

• Ms. Lauren R. Horowitz
223(rn) Broadway #SB
New ork, NY 10024

• Ms. Claudia Joy Keel
Artist/Arts Education
consultant
441 East 12th Street #4B
New ork, NY 10009

• Ms. Barbara Lancaster
Ethical Culture School
33 Central Park West
Ne\v ork, NY 1(1023

• Dr. Elena Nasereddin
Principal
P.S. 191. Amsterdam School,

Ianhat tan
21(1 West 61 Street
New ork, NY 10(125

A Ms. Lisa Beth Podos
Director of Public Pros,Trams

The Bard Graduate Center for
Studies in the Decorative Arts
18 West 86th Street
New ork, NY 10024

I Ms. Ellen Gordon Reeves
Education Editor
The New Press
45(1 \Vest 41st Street, 6th Floor
New York. NY 1(1036

A Ms. Beth Rosenberr
Gallery Lecturer Co( )rclinator
Solomon R. Guienheim
Museum
I0l Fifth Avenue
New ork, NY 1(1128

i\Ietropolitan i\luseum of

Liaison
Dalton School
10$ East 89th Street
New ork, NY 1012$

A Ms. Judith C. Siegel
Director of Education

Jewish Museum

1109 Fifth Avenue

New York, NY 10128

I Pan Stave

Director/Curator

Equitable Gallery

787 Seventh Avenue
New ork, NY 10019

A Ms. Erica Hamilton Weeder
Curator of Education
Japan Society Gallery
333 East 47th Street
New ork, NY 101)17

• Ms. Ann E. Wiener
Dire c t( r
Cr( )ssroads School
234 West 11(9 Street
New ork, NY 1(1025

A Ms. Constance Wolf
Associate Director for Public
Programs

Whitney Museum of American

Art
945 \Iadison Avenue
New ork, NY 10021

• Dr. Barbara Kearns
Superintendent of Schools
Neweumb Central School
Newcomh, NY 12852

• Ms. Patsy Clark
79th Street Elementary
551 Qth Street
Niagara Falls, NY 143(14-23)10

• \Is. Risa Sacknun

Art
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218



• Mr. Alfred j. Picogna

La Salle Senior High School

ISO’) Military Road

Niagara Falls, NY 143) )4

• Ms. Patricia M. Ford

Perry Browne School

Beebe Avenue

Norwich, NY 1315

• Mr. James B. Walters

Principal

Norwich High School

Midland Drive

Norwich, NY 13815-9964

• Ms. Deborah Alter

Nvadk High School

31 Demarest Road

Nvack, NY 1096))

• Dr. Perry Berkowitz

Superintendent of Schools

Nvack Union Free Sch ol

District
13A Dickinson Avenue

Nvadk, NY 1096))

• i\Ir. Tom Burns

Nvack High School

31 Demarest Road

Nvack, NY 1096))

• i\Is. Harriet H. Hason

Music, Visual and Performing

Arts Coordinator

Nvack Public Schools

13A Dickinson Avenue

Nvaek, NY 10960

• Dr. Ira E. Oustatcher

Pr i n cip a 1

Nvack High School

3 1 Demarest Road

Nvack, NY I ()96()

• i\ls. Cynthia Sandler

Nvack High School

31 Demarest Road

Nvack, NY 1096(3

• Dr. Michael E .Smith

Nvack Senior High School

361 Christian Herald Road

Nvadk, NY 10960

A Mr. Charles Bunting

Museum Education Specialist

Frederic Remintton Art Museum

303 Washington Street

Ogdensburg, NY 13669

• Mr. J. Perry Howland, Jr.

Wayne Central Middle School

6076 Ontario Center R )ad

Ontario Center. NY 14520

• Dr. Paul Fried

Principal

Brookside Elementary School

Pineshridge Road

Ossining, NY 10562

• Ms. Shelley \V. Riley

Altmar, Parish, \Villiamstown

Schools

Co. Rte. 22

P0 Box 97

Parish, NY 13131

• Dr. Sandra S. Kessler

Thu mdl Road Elementary

Pittsford Central School

Pittsford, NY 14534

• Dr. Joyce Space

Elementary School Counselor

Pittsford School District

Thornell Road Elementary

School
431 Thornell Road

Pitrsford, NY 14534-9750
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• Ms. Jackie Reizes
Pound Ridge Elementary School
7 Pound Ridge Road
Pound Ridge, NY 10576

A Ms. Tare R. Cardinal
Deputy Director, interpretation
Rochester Museum & Science
Center
657 East Avenue
Box 1481)
Rochester, NY 14603-1481)

• Mr. Dale E. Smith
Principal
David B. Crane Elementary
Sc hoc) 1
85 Shell Edge Drive
Rochester. NY 14623

• Mrs. Karen K. Polett
Ridge Street School
North Ridge Street
Rye Brook, NY 10573

• Mr. Fred Stelihorn
Principal
Nesaquake Intermediate
Sc h ool
Edgewood ren1e

Saint James, NY 11780

• Dr. James A. Votraw
Principal
Saranac High School
Saranac, NY 12981

• Mr. Howard Rodstein
Scarsdale High School
Post Road
Scarsdale, NY 10583

• Mr. Christopher j. White
Wheetland-Chili Jr./Sr. High
School
94)) North Road
Scottsvifle, NY 14546-1299

• \1r. Chris Lissandrello
Sidney Elementary School,
Masonville, Sidney Center
Pearl Street
Sidney, NY 13838

• Ms. Suzanne C)sterweil Weher
Principal
Port Richmond High School
innis St.and St. Joseph Ave.
Staten Island, NY 10302

A Ms. Shervl Depp
School Program Coordinator
Museums at Stony Brook
1208 Route 25A
Stony Brook, NY 11720—1992

• Mrs. Linda Sachs
Intermediate Building
Victor Central School
923 Hiçrh Street
Victor NY 14564

A Ms. Meredith M. Betz
Rockiand Center for the Arts
27 South Greenbush Road
West Nyack, NY 10994

• Ms. Rosa Ria C. Di Maria
West Nvack Elementary School
West Nvack Road
West Nvack, NY l1))94

I Ms. Julianne Ramos
Executive Director
Rockland Center for the Arts
27 South Greenhush Road
West Nvack, NY 10994

• Ms. Ann Braio
Coordinator of Special
H ci u cation
onkers Puhlic Schools,
Administrative Annex
150 Rockland Avenue
unkers, NY 10701
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NEW YORK-OREGON

Dr. Charles L Dunn

197 Shonnard Terrace

\onkers, NY 10701

A Ms. Catherine K. Shiga-Gattullo

Director OlE Education

Hudson River Museum of

e ste h ester

511 \Varburton Avenue

Yonkers, NY 19791

NORTH (AROLINA
A Mr. Ray Williams

Curator of Education

Ackland Art Museum

CB #3400, UNC-CH

Chapel Hill, NC 27599-3499

A Mr. Joseph Covington

Director of Education

North (Zarolina Museum of Art

2110 Blue Ridge Road

Raleiçrh, NC 27607

A Ms. Kathleen F.G. Hutton

Coordinator of Education

Revnolda House [useum of

American Art

Revnolda Road

Box 11765

Winston-Salem, NC 27-i 16-1765

NORTH DAKOTA
A Ms. Jane Edwards (Judmundson

Education Director

Plains Art i\Iuseuni

219 South 7th Street

P() Box 2338
Fargo, ND 58108-2338

OHIO
A Ms. Margaret Ann Sambi

Curator of Education

The Contemporary Arts Centei

115 East Fifth Street

(incinnati, ()H 452(2—3998

A Ms. Eliza Hatch

Coordinator of Eclucatu n

Oberlin College

Allen Memorial Art Museum

$7 North Main Street

Oberlin, OH 44074

A Ms. Bonnie Nels n Mason

Curator of Education

Miami University Art Museum

Patterson Avenue

Oxford, OH 45056

A Ms. Karen Giles

i\luseurn Education

Toledo Museum of Art

Box 1013

Toledo, OH 43697

OKLAHOMA
A 21s. Jeannette Lawson

Director of Education

Philbrook Museum of Art

2727 South Rockford Road

P0 Box 52511)

Tulsa, OK 74152-0510

A Ms. Marianne M. McGregor

intern

Gilcrease Museum
141)0 Gilcrease Museum Road

Tulsa, OK 74127-2100

A Mr. Kevin Warren Smith

Curator of Education

Gilcrease Museum

1400 Gilcrease Museum Road

Tulsa, OK 74127-2100

OREGON
I Ms. Mary (;ardiner

Cotnrriunitv Prograrris Director

Southern Oregon State College

Schneider Museum of Art

1250 Siskivou Boulevard

Ashland, ( )R 97520—51(95

D P Al c T A — 1 I r I i C r ri A r I — I I A
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A NIs. Sharon Marlcr
Do cent
Southern Oregon State College
Schneider Museum of Art
125() Siskivou Boulevard

Ashland, OR 97520-5095

A Dr. Fran Orrok

Docent and Psychologist
Southern Oregon State C )llege
Schneider Museum of Art
I 250 Siskivou Boulevard
Ashland, OR 97520-50J5

A Ms. Barbara Skrepetos
Do cent

Southern Oregon State College
Schneider Museum of Art
1250 Siskivou Boulevard

Ashland, OR 07520-5095

A Ms. Nan Trout
D( )Ceflt Chair
Southern Oregon State College
Schneider Museum of Art
1250 Siskivou B( L1levard

Ashland, OR 97520-5095

A Ms. Liz Vesecky
D( )ccnt
Southern Oregon State College
Schneider Museum of Art
1250 Siskivou Boulevard
Ashland, OR 97520-5095

A Ms. Freddi NVeishalen
Di cent
Southern Oregon State College
Schneider Museum of Art
1 25() Siskivou Boulevard
Ashland, OR 752U-3095

A Tommi Drake

Director
Rogue Community College

Wiseman Gallery/FireHouse

Gallery

3345 Redwood Highway
Grants Pass, OR 07527

PENNSYLVANIA
A Ms. Ivy L. Barskv

Education Curator

Institute of Contemporary Art
118 South 36th Street
Philadelphia, PA 19106-3289

A Ms. Rachel Garber
(former) Research Coordinator
Please Touch Museum
21(1 North 21st Street
Philadelphia. PA 191(13

A Dr. Daniclle Rice
Curator of Education
Philadelphia Museum of Art
Box 7646
Philadelphia, PA 19101—7646

A \ls. Marla K. Shoemaker
Associate Curator of Educati( )n
iouth and Family Pr )grams
Philadelphia Museum of Art
P0 Box 7646
Philadelphia, PA 19101—7646

A Mr. Bill Ward
Museum Educator
Philadelphia Maritime Museum
321 Chestnut Street
Philadelphia, PA 19106

A Ms. Alice H. lieb
Director of Education
Society for Contemporary Crafts
2100 Smalirnan Street
PittshLlrgh, PA 15222
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Director of Education

Frick Art and Historical (enter

7227 Reynolds Street

Pittsburgh, PA 15208-2923

A Ms. Michelle Bufano

Education Curator

Reading Public Museum

5(H) Museum Road

Reading, PA 1961 1

A Dr. Patricia H. Hummel

Volunteer Education Director

Reading Public Museum

500 Museum Road

Reading, PA 19611

PUERTO RICO
• Mrs. Luz Elenia Riviera DIaz

Pedro Gutiérrez

Bo. Cubuv Canovanas

BLizon 8744, PR (((729

• Sa. Eherlin Padilla A1mtstica

Villa del Carmen Junior High

School

474 Villa Final Street

Ponce, PR ((0731

• Sister Nildred Rodriguez, CSJ

P ri n ci pal

Colegio San Conrado

Box 7111

Ponce, PR ((((732

• S. c;l-k Vargas

Principal

Selu ol R( )sa l3ernard

Cienega Baja I

Ruz. 10421-3t

Rio Grande, PR ((0745

• i\lrs. iris Cintrdn Irizarrv

BLizon 369, Bo Sabana Encas

San Gcrmin, PR 00683

Principal

Dr. Antonio S. Pedreira School

Calle Argel, Esquina And >rra

San Juan, PR 0092(

• i\ls. Migdalia Flores R( )drlguez

Dr. Antonio S. Pedreira School

Calle Argel Esquina Andorra

Puerto Nuevc)

San Juan, PR 00920

• Dr. John V-izquez

Pt- 0 fe S S or

University of Puerto Rico

College ()f Education

Department of Curriculum and

Teaching

PC) Box 23304

San uan, PR ((((931 -33( (4

RHODE ISLAND
• i\ls. Christine A. Mullen

C 1t Andrew’s School

574 Hope Street

Bristol, Ri 02809

• Ms. Betsy D. Use

Director of Gifted and Talented

Programs

Bristol \Xarren Regional School

District

151 State Street

Bristol, RI 02809-2205

• Ms. Susan Gilchrist

Vocal Music Direct >r

Cumberland High Sch )ol

2600 Mendon Road

Cumberland, Ri (L$64

• Ms. Linda i\l. Lewis

Grove Avenue

100 Grove Avenue

East Providence, RI ((2914

A !nscwn ducat I ( )ther \l u -enrn Pn ,ic na). • Teacher • \rr Teacher, • Principal, -- ( )ilii-r’
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• Ms. Leslie R. Logan
Gi-ove AvenLie Elementary
SchOOl

100 Grove Avenue
East Providence, RI 02014-4507

• Ms. Charlene Ayls\vorth
Warwick School
PC) Box 212
Foster, Ri (12825

• Mr. James \V. Zant
Thornton Elementary School
4 School Street
Johnston, RI 02919

• Ms. Beverly Lembs
\\‘illiarn i\1. Davies Cat-cer and
Technical High School
50 jcnckes Hill Road
Lincoln, RI 02806

• Ms. Ruth J ernigan

Narragansett Pier School
235 South Pier Road

Narragansett, RI ((2882

• Ms. Lynn I .Sironen
N) )rth Ixiflgsto\Vn High School
151) Fair Way
North Kings town, RI 02852

• Mr. Kenneth J. Grew
P ri n ci pal
Thornton Elementary School
4 School Street
Providence, RI 029 19

• Ms. Elizabeth Zimmerman
i\Ioses Brown School
250 Lloyd Avenue
Providence, RI (12906

• Mr. Clifford J. Fantel
S( )Lith Kingstown Junior High
Sc h 001

301 Curtis Corner Road
Wakefield, RI 02870

• Mrs. Laurel Montella
Narragansett I unior/Senior
High

245 South Pier Road
Wakefield, RI 1)2882

• Ms. Carol A. Patnaude
Director
Friends’ House
50 Harrington Avenue
\Varwick, RI 02888

• Ms. Carol D. Bcrggren
Richmond Elementary School
10)) Kings town Road
\Vvoming, RI 02898

• Ms. Jane Carlson-Pickering
Richmond Elementary School
190 Kingstown Road
\\voming, RI 1(2898

SOUTH CAROLINA
A Ms. Shellie Williams

Curator of EciLication
Gibbes Museum of Art

Carolina Art Association

135 Meetint Street
Charleston, SC 29401

A Ms. Cookie Cloyd

Associate Educator
Columbia Museum of
1112 Bull Street
(olumbia, SC 29201

I Ms. Christine K. MinkJer
Deputy Director for Public
Programs
Columbia Museum of Art

1112 Bull Street

0 lumbia, SC 292(11
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A Ms. Carol Ann Steck

Administrator ot Children’s

Programming

Greenville (Zountv Museum of

Art
420 Collete Street

Greenville, SC 29601

TENNESSEE
A Ms. Sarah H. Kramer

Curat( r of Education

Knoxsville Museum of Art

410 Tenth Street

Knoxville, TN 37916

A Ms. Jane Ward Faquin

Education and Public Programs

Co >rdinator

Dixon Gallery and Gardens

433’-) Park Avenue

Memphis, TN 381 17

• Ms. Patricia A. Garrett

Principal

Lester Demonstration School

320 Carpenter

Memphis, TN 38112

• Mr. (liarles Ellenbogen

3416 Murphy Road #B-3

Nashville, TN 37203

Ms. Betty Lou Williams

3203 Amberwood Circle

Nashville, TN 37221

I Mr. Steven Michael \roorn

Director

Fniversitv of the South

University Gallery

735 University Avenue

Sewanee, TN 37383-1000

A Docents and Volunteers (6)

Umlauf Sculpture Garden and

us e urn

605 Robert E. Lee Road

Austin, TX 78704

• Ms. Nelie Plourde

Executive Director

Umlauf Sculpture Garden and

j\iuseurn

605 Robert E. Lee Road

Austin, TX 78704

I Ms. HoUv L. Walters

Student Technician

Texas A & M University

[emorial Student Center

MSC Forsyth Center Galleries

PC Box 3-I
College Station, TX 77844

A Ms. Kathleen Walsh-Piper

Associate Director

Education and Public Programs

Dallas Museum it Art

1717 North Harvo d

Dallas, TX 75201

• Ms. Gwvndolvnn Flato

Ysleta Elementary School

91)1)9 Alameda

El Paso, TX 79907

A Ms. Claire Champ

Education Curator

Contemporary Arts Museum

5216 i\Iontr se B( ulevard

Houston, TX 77006-6598

• Ms. Olga C. McLaren

26 Lana Lane

Houston, TX 77027—5606

A i\luseuin I diicat it, I ( )thr Museum Pu fessii nil, • Teacher, • Art Teacher, • Principal, ( )ther’’
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ACTIVE MUSE P A ft T I C I P A N T S
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A Ms. Beth B. Schneider
Education Director

Museum of Fine Arts, Houston
P0 Box 6826

Houston, TX 77265-6826

A Mrs. Deveri Rcppeto
Collections Manager/Education
Cowboy Artists of America
i\ I USC U Ifl

PC) Box 1716
Kerrvil]e, TX 78029

A Ms. Suzanne Alvarez

Education and Programs

Coo rd in a to r
McAllen International Museum
1900 Nolana
NicAllen, TX 785)4

A Ms. Melanie Leigh Mathewes

Curator of Education
Museum of the Southwest
1705 West Missouri

Midland, TX 7971)1-6516

A Ms. Tracy Baker-White

Curator of Education

San Antonio Museum of i\rt
20)) \Vest lones Avenue
San Antonio, TX 78215

A Ms. Rose NI. Glennon
Curat r of Education

NIcNav Art Museum

Box 6)69

San Antonio, TX 821)9

A Ms. Muhi Warren Phillips
Education Associate
San Antonio Museum of Art
201) West Jones Avenue
San Antonio, TX 78215

UTAH
• Ms. Patricia Hunter-Rowse

Principal

Indian Hills Elementary School

2496 St. Mary’s Drive
Salt Lake City, UT $4107

• Mr. Timothy Lineback

The Horizonte Training Center
1 $0 N rth 31)1) West
Salt Lake City, UT 84103

A Ms. Kathy Gave Shiroki
(former) Curator of Education

Salt Lake Art Center

20 South West Temple

Salt Lake City, UT 84101

VERMONT
• Mr. Jeffrey Tcitelbaum

Principal

Barnet School

Barnet , VT 05821

• Mrs. Janet Lingner
Bennington Elementary

12$ Park Street

Bennington. VT 05201

• Ms. Norma \Villingham

P ri n ci pal

Neighborhood School
P0 Box 119

Brattlehuro, VT 05302

• Ms. Beth ogden
PC) Box $4

Bristol, VT 05443

• Ms. Anabel P. Hogan

Lawrence Barnes School

123 North Street

Burlington. VT 05401

• Ms. Jane C. Miller

Lawrence Barnes School

123 North Street

Burlington, VT 05401
A \l ueurn I ducit t. I ( )tIicr )Iueum Pr 1 es’i na]. • Teacher. • Art Teacher. • Principal. I “( liter’
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• Mr. Brent K. Solatani
Lawrence Barnes School

123 North Street
Burlington, VT 05401

• Ms. Molly 1\IcClaskcv
Essex Elementary School

Bixbv Hill Road Route 128
Essex Junction, VT 1)5452

• Jurg Jenzer

Principal
Fairfield Center School
Route 36
Fairfield, VT 05455

• Mr. John J. \\lnton

Principal
Champlain Valley Union High

Scli 001

RR #2, Box 16(1
Hinesburg, VT 05461

• Ms. Lisa Brools
\\ hitingham School
Jacksonville, VT 05342

• Ms. Patty Brewer
Mount Mansfield Unh )n High
Sc Ii i I
Browns Trace
Jericho, VT 05465

• i\Is. Da\vne Polls
Arts in the Humanities
Coordinator
Burr and Burton Seminary
Manchester, VT 05253

• Ms. Rebecca Raymond
Manchester Elementary School
P0 Box 1526

Manchester Center, VT 05255

Route ISA
Morrisville, VT 1)5661

• Mr. Eric Aho
Putney School
Elm Lead Farm
Putncv, VT 1)5346

• Ms. Claire Oglesbv
\Vestminster \Vest School
RFD#3

Putnev, VT 05346

• Ms. Shirley Stewart
Assistant Principal
Randolph School District
2$ North Main Street
Randolph, VT 051)60

• Mr. Laval A. Thib >deau
Shelburnc Village School
Shelhurnc Road
Shelburnc, VT 1)5482-7536

• Ms. Janet C. Co mm
Orchard
2 Baldwin Avenue
S( )Lith Burlington, VT 0541)3

• Ms. Anne J. Marquette
Swanton Central School
Church Street
Swanton, VT 05488

• Ms. Susan Brown
Thetford Academy
P0 Box 19))
Thetford, VT (15074

• Ms. Chris Simps in
\X’ilrnington Middle/Senior
High School
P0 Box 307

\\ilmington, VT ((5363-0397

• Ms. Katherine \Vilder
Morristown Elementary

• Mr. Peter A. Clarke

Principal
M( mntpelier High School
Memorial Drive
i\lontpelier, VT 0561)2

A NI useum I ducan r, I ( )ther Nluseuni Pu jessi. n;il, • Teacher, • \ ci icaclier, • Principal, ( )ther’
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• Mr. Terrence T. Joseph
Principal
Arthur A. Richards Junior High

School
2014 Estate Stonev Ground
Christiansted, St. Croix, VI
1)0820

• Sofronio Navarretf
Principal
Aifredo Andrews Elementary
School
RFD #1, Kingshill
St. Croix, Vi 00850

• Mr. Mark Mann
H cad master
Antilles School
Charlotte Amalie
P0 Bcx 7281)

St. Thomas, VI 00801

• i\Ir. Joseph Trunk
P rio c ip at
Addelita Cancrvn Junior High
School
Charlotte Amalie
PU Box 6640
St. Thomas, VI (1) )81) 1

VIRGINIA
A Ms. Jane Anne Young

Director of Education

Lnivcrsitv of Virginia
Bavlv Art Museum
1695 Owensville Road
Charlottesville, VA 22901

A Ms. Doni Guggenheimer
Museuni Educator

Randolph-Macon Woman’s
College
Maicr Museum of Art
Lvnchburg, VA 245( )3

Do cent

Randolph—Macon Woman’s
College
Maier Museum of Art

Lvnchhurg, VA 24503

A Ms. Ellen Henry
Education Director
Peninsula Fine Arts Center
P0 Box 643$
Neort News, VA 23606

Mr. Bruce Boston
Pr es i ci en t

Wordsmith, Inc.
11432 Waterview Circle
Reston, VA 22091)

A Ms. Betsy Gough-DiTulio
Director of Education
Virginia Beach Center for the

Arts
2200 Parks Avenue
Virginia Beach, VA 23451-4062

A Ms. Lisa W. Leek
Curator of Education
Coflegre of William and Mary
Muscarelle Museum of Art

P0 Box 8795
Williamsburg, VA 231 87-8795

A Ms. Beth cGaffey
(former) Museum Educator
College of William and Mary
Muscarelle Museum of Art
PC) Box 8795

Williamsburg, \T 23 187-8795

WASHINGTON
I i\Is. Trudy Woods

Director
Lower Columbia College

Art Gallery
1600 Maple

VIRGIN ISLANDS AMs. Lynn Stuart

Longview, WA 98632

A NI meum ducatnr, I ( )rher Museum Prnfem nal. • Teacher. • \rt reacher. • Principal. I “( tler
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\h. Steve Thompson

Project Manager

Art in Public Places Program

\\ashington State Arts

C )ifliTliSSiOfl

234 East 8th Avenue

PC) Box 42675

olympia, WA 98504-2675

A Ms Sarah M. Loudon

Senior i\Iuseum Educator

Seattle Art Museum

P0) B( )X 22000

Seattle, \VA 98122-97(H)

A Ms. Tarnara Moats

Curator of Education

U niversi tv of Washingo rn

Henry Art Gallery

Box 353070

Seattle, \VA 981 95-0(01

A Ms. Halinka \\‘odzicki

Curator of Educaru n

University of \Vashington

Henry Art Galicry

Box 353070

Seattle, WA 98195

A Ms. Michelle Loudon

Education Co )rdinat( r

North Central \Xashington

Museum
127 South Mission Street

\“i’enatchee, WA 98801-3039

A \ls. Sheri Castelnuovo

Curator ()f Education

Madison Art Center

211 State Street

Madison, WI 53703

A Ms. Kit Basquin

Curator of Education

Marquette University

Haggertv Museum of Art

13th and Clvbourn Streets

Milwaukee, WI 53233

A Mr. James Scarborough

Curator of Exhibitions

Marquette University

Haggertv Museum of Art

13th and Clybourn Streets

Milwaukee, WI 53233

A Ms. Sharon Steinmetz

School Programs Coordinator

Milwaukee Art Museum

75) North Lincoln Mem )rjal

Drive

Mil\vaulcee, Wi 53202

A Ms. Michael Baechler

Curator of Education

Leigh Yawkev \Voodson Art

lu scum
7(H) North Twelfth Street

Wausau, Wi 54403-5007

WEST VIRGINIA
A Ms. Marian Owens

Curator of Education

H untingu )fl Museum ()f Art

2033 McCoy Road

Huntintton, \\\T 25701-1999

A lueul11 ldtic.iti, I ( )th-r \Iueun Pr fsinaI, • Fcbrr. \r lc.ulwr. • Principil. I ( )thcr
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CANADA
A Ibe Bebris

Art Educator
Art Gallery

750 Hornhy Street
\ancouver, BC V6Z 2H7
CAN ADA

A Ms. Alison Diesvelt
Public Programs Educator

Vancouver Art Gallery
750 Hornbv Street
Vancouver, BC V6Z 2H7

CANADA

A Mr. Brian Foreman

Coordinator, Public
Prourammes
Vancuver Art Ga]lerv
75( Hornhv Street
Vancouver, BC V6Z 2H7

CANADA

A Ms. Judith Mastai
1276 \\est 26th Avenue

\ancouver, BC V(H 2A0

CAN ADA

A Ms. Sherri Tauhenedk

Art Educator

\Tancouvcr Art Gallery
750 Hornbv Street
\Ta1coL1ver BC V6Z 21-17
CANADA

A Ms. Chantal Fortier
Chief, Education Services

National Aviation Museum
)ttawa Terminal

P0 Box 0724

Ottawa, Ontario KIG 5A3
CANADA

A Ms. i\larv Ellen Herbert
Chief, Education Division
National Gallery of Canada
P0 Box 427, Station A

Ottawa, Ontario KiN 9N4

CANADA

A Mr. Douglas \Vorts
Educator/Evaluator

Programming and
Interpretation Department
Art Gallery of Ontario

317 Dundas Street West

Toronto, Ontario MST 1G4

CANADA

A Ms. Marie-France Bérard

Musée D’Art Contemporain

Montréal
185 Rue Sainte-Catherine Ouest
Montreal. Québec H2X 1ZS

CANADA

A Ms. Christine Bernier

Head of Education Department

Musée D’Art Contemporain
\Iontrea1

185 Rue Sainte-Catherine Ouest

Montreal, Québec H2X IZS

CANADA

A Ms. Aube Billard

Musée D’Art Contemporain

i\ Ion tréal
185 Rue Sainte-Catherine Ouest

Montréal, Québec H2X 1ZS

(:ANADA

A i\Ir. Lon Dubinskv
Coordinator. Reading the
Museum
Canadian
c/o 6187
\lontreal,

CANADA

A \l rieiin I lucar i. I )thcr \l u rurn Pn tessinnal. • Tearliur. • ;\rr 1 eachei. + Principal. ) “( )rlier’
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i\iuseurns Association
Terrebonne, #15

(,2uébec H4B 1A4
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PROJ ET ACTIVE MUSE PARTICIPANTS

.k r
A Ms. Marilyn Laeunesse

School Programmes Officer

Educational and Cultural

Service

i\lontreal Museum of Fine Arts

P0 Box 3000 Station H

Montreal, Québec H3G 2T9

CANADA

Ms. Manon Niquette, Ph.D.

Assistant Professor

Département d’information et

dc communication
Pavilion Louis—Jacques_Casault

Université Laval
Québec City, Québec G1K 7P4

CANADA

c:OLOMBIA
Ms. \laria Solcdad i\Ioreno A

Carrera 7 #100-37 Apto 202

Bgoti,
C( )L( )NFBL\

ENGLAND
A i\ls. Anthea Peppin

Education Officer

Education Department

National Gallery

Trafalgar Square

London, \X7C2N SDN

ENGLAND

MEXICO
A Ms. Denise Kraccr

i\Iuseum LJL[cator

Education Dcpartnent

\[useo Nacional de Arte

TACUBA No. 8

CENTR( )
i\léxico, D.F.

i\ IEXICO
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(THE GENERk GAME)

JE(
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EL JUEGO

GENERKO





tt. r — I- r . A

Te crs cuent cle ctue ls pregunts eljuego nvitn 1ar

cliferentes respuests, cle cuerco a ob’ra e rte c’ue

selecciones y clepenciencio cie manera jLJegues, solo o

acompaPiado. ueclesjugar una y otra vez con listintas obras

ce arte y en i1erentes situaciones.

_______AAL1

1

— - —I• .?

EL JUEGO GENERICO
Esa vcri6r en esp.ol de El Juco Genérico fur proucida en colaUoraoión con ci

Mused Nacional 1c Arts de Ia Ciudad Sc Mexico. El Ersyrefo MUSE cxprrsa Cu

radecirniento a sue colegas Sc Mexico y dci Pryecto Ccro uicnes VarniliCn

convriiruyrron a ese trallajc.

EL Proyccvo MUSE araScee ci apoyo Sc Ia FundaciCn Cauman,

Este es unjuego pars jugar en el n’iuseo. Lo puedesjugar solo,

con alguien ms o con un grupo de personas. Eljuego est

disePfado pars personas de toda edad. Si lojuegas solo, puedes

Fiacerte las preguntas a ti nhismo; si lojuegas acompaPado

cads c1uien dee ton-iar su turno pars contestar.

Comienzs por escoger uns ora de arts de cualotuier sitio del

museo, es tu eleccióri. or favor trata de no leer nada acercs de

is olors de arts antes dejugar.
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UNO

Oserv cuiclaIosriierite [s oE’ra cle r-te c’ue se encueritra
frente a ti. Qu colores yes? Enumera los colores especIFicos
cjue yes (por ejertiplo: “Veo rojo”. “Yo veo moraelo”.). Si vienes
acornpaPiado. tomar cacla urio su turrio para contestar.

Cuano no et’icuentres ri-is co/ores, pasa a Ia pre1urita sos.

— •P4-•4- • — _r -

i M PQRTANTE!

F’arajugar estejuego, rio necesits sa[7er soEre arte en generI
ni sobre esta obra en particular.

No hay respuestas correctas o iricorrectas a as preguntas cle
estejuego.

ANTES PE COMENZAR A JUGAR...
Te gusta esta obra e arte? For ou ci, o por rio?

Eljuego consta ce diez preguntas y una ms al term/oar.
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c’os
Qu yes en a ol2ra cle arte rente a ti? Merioiona los objectos

c’ue oiservas (por ejemplo: “Veo una manzaria”. “Yo veo un

trngulo”.). ecuerola ue si vienes aoompa?Iado, tomar cala

unlo su turno pans contestar.

Cuando no encuentres ms ot7jectos, pasa a Ia preeuna tres.

TIES

Qu est sucecieno en esta oI2rs cle ante? Mencioris cuaIuier

cosa ue ol2serves ue est suceclieniclo, por peotuePis ctue sea.

Cuanoo no encuentres nada mds, pasa a Ia pregunta cuatro.

CUATRO

Hasta este moruento, has notaco algunia coss en ests oL7ra le

arte (por ejenuplo: colores, ojetos o acontecimientos) o1ue te

recuerele algo cle tu vids propis? Sijuegas con otros, recuercla

oiue cads ouien deF7e tornar su turno pars responder.

Cuandoya no encuentres mds respLiestas, pasa a Ia pregunta cinco.
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CINCO

Corresporie est oIr ce rte a Ia viela real? cQU tan reales
ha hecho el artista otue se vean las cosas?

Por favor, recuercla c’ue no hay respuestas correctas o

incorrectas en estejuego.

SEIS

Qu ideas yb eniociories crees ti ue esta obra le arte express?

Tan pronto ests Iisto, pass a Ia pregunta siete.

SIETE

Córno pierisas c’ue se haL2r sentielo el artists en eI riiorriento

cle reslizar esta obra e arte? bTe hace seritir cle alguna nianera
en particular?

En cuanto ests listo. pass a Ia pregunta ocho.
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OCHO

Mir Is o’rs ele rte ue se exhiE2en Irececor e Se

precen? Qu encuentrs c’ue es simiIr (por ejemplo: ol2jetos,

contecimientos, sentimientos, I mners ccrr1o estn

reIizscls)? Qu cHferencis ericuentrs?

For favor, pss o Ia pregunta nueve.

NUEVE

l2iensa en las ol2servaciories cue has hecho hasta el riiornento.

Qu has clesou’ierto al observar esta obra cle art-e? Has

aprencliclo algo acerca le ti mismo o efe los lerns?

Cuando ests Iisto, pasa a Ia pregurita eliez.

PIEZ

Cómo llamarIas esta obra cle arte si tti Ia hubieras hecho?

Si Ia ot2ra tiene titulo, te parece ciue es Un tituIo apropiaIc?
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PESPUES PE TERMINAR EL
JUEGO...

Te gust est oE2r dc rte? F’or sI o por cu no?

lHrs notdo oiue st cc Ls misni pregur1t cue se te hizo
ntes de comenzr el juego. cniF,ido tu recci6n icerc
de l oErs? .Te gust ms o riienos c’ue l principio? <F’or cu?

RECUERPA...
Estss dez preguntss pueden ser contest3s con base en tLJs propLs
observciones. EroE2Hemerite. estejuego te h hecho crer tue propis
pregurits. El teto en I pred o en los lolletos, sIconio el persoriI del
niuseo podrn proporcionrte informcin clicionl ecerce dc I o’r dc
rtc. El museo puecie tener otros rccursos pr contestr ls
prcgurits ctue hs estdo perisrido dur.irite eljuego.

venturte explorr tus propis pregunts!
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iNTRODUCTION
As part of each of our Project i\R1SE mailings, respondents were asked

to share materials from their museums or schools which they felt were

similar to the learning tools and approaches under development in

Project MUSE. In response to this request, numerous respondents

shared examples of educational materials that were invaluable to our

thinking, and especially in educating us to the range of diverse and

innovative curricula being used in the field.

From simple packets with materials cut out of construction paper

to elaborate compendiums of videos, slides, and curriculum guides,

the materials we received were greatly appreciated and carefully

reviewed by MUSE researchers and frequently also by the Harvard

Project Zero Bauman Museum Seminar. We are indebted to MUSE

collaborators for sharing these rich resourcesand hope that we can

do justice to their efforts in this overview.

The materials we received are most certainly diverse, with topics

and approaches for use in a variety of learning environments

including art museums and classrooms. The specific activities

include treasure hunts, games and puzzles, gallery tours, workbook

questions and exercises, hands-on art activities, and teaeher/

docent training packets.

These materials \vere also designed to reach out to diverse audiences

including preschool and school age children, parents and families,

teachers and docents. Finally, the content covered was also varied,

from emphasizing art historical ideas suggested by a painting, to

highlighting the aesthetic experience associated with appreciating

a work of art, to seeing the museum as context for learning other

suhjeets such as language or philosophy.

While we are only able here to present a small sample of the

abundant materials, we hope to provide a feel for the depth and

breadth of the ideas that were shared. Please n )te that we selected

examples on the basis of the extent to which the described materials

represented the different trends noted throughout the whole

collection of materials. In no way did we attempt to select and

represent the “best” materials shared with us. There were numeroLis

other examples of each approach that would have served oLir

purposes equally well.

As we reviewed these materials, three overarching educational

approaches became evident, which can be differentiated as:

1) hands—on, 2) information—based, and 3) inquiry—based. While in

A It tI IA ‘tr nAfl I I fl A
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HANDS-ON ACTIVITIES

this presentation we organize most of the activities according to
these large categories, we also are aware that in practice these
lines sometimes or even often blur. Accordingly, some examples
fall outside or cut across categories.

In the following sections, we provide a more in-depth discussion
of the characteristics delineating each category, sharing examples
of the different activities that exemplify each approach. While most
of these activities were designed for use with a specific exhibit,
many of them clearly could be used in a variety of contexts.

HANDS-ON ACTIVITIES
Broadly defined, “hands-on” activities include those in which the
participant is asked “to do” or “to make” something, often with the
apparent twin goals of self-expression and felt experience. Further
distinction can be identified as “product” or “process oriented”
activities. Hands-on activities which are prodnet oriented include
creating something tangible such as a story, a poem, or a painting.
Process oriented activities are also experiential, but focus on the
actual doing or msking rather than on the finished piece itself.
Hands-on activities which are process oriented emphasize different
content areas such as aesthetic development or cultural enrichment,
or focus on a mode of expression, such as drawing, creative writing,
or movement You will notice these distinctions in the examples of
hands-on activities presented below.

STRIKING A POSE
One museum included two process oriented hands-on activities
which are physical in nature. In the first example, students are
asked to observe and imitate the pose of a central figure in a
drawing or sculpture. Through this “reenactment,” students are
encouraged to make observations about the intent of the artist and
a particular culture’s view of the human form. With regard to the
artist’s intentions, students respond to questions such as, “Is the
pose comfortable? What do you think the artist was trying to
emphasize?” By physically holding an uncomfortable pose, for
example, students may suggest that a particular artist is stressing
suffering. In a second e’esniple, students are asked to imitate figures
from Egyptian and Greek sculpture. Afterward they respond to
questions such as, “Which pose is easiest to hold? Is the Egyptian
pose natural or unnatural? How does the Greek figure reflect the
culture’s respect for the human body?”
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Draving seems to be a frequent exercise in experiential learning.

In some instances, the drawing is intended to be the prodLLct—a

form of self—expression. In others, drawing is incorporated into a

process through which students explore what can be seen. At one

museum, educators view drawint in the museum as “a \vav of

helping people to sec and develop perception.” For example, \vhen

analyzing large realist or baroque paintings, people are encouraged to

“deconstruct” the painting by drawing simple shapes or directional

lines observed in the painting. Viewers then fill in dark areas and

suggest textures in an effort tc capture not content, but rather the

active experience of painting.

This museum also includes an exercise in which people of all ages

from six years )ld to adult draw with d )ts. it doesn’t matter if the

viewers have protested that they cannot draw a straight line. 1—lere,

they are only asked to draw a dot and then to draw dots which

h p, skip, jump, slither, and dance and ultimately draw a line that

can be happy or sad. The purpose of the exercise is to encourage

viewers to experience the range of expression that can be achieved

through line, and thereby increase their range of perception and

ability to trust what they see.

TEACHING IDEAS: WRITING FROMTHE
ARTIST’S STANCE
The examples given so far illustrate some ways in which viewers

are encouraged to respond while looking at art in the classroom or at

the museum. One museum designed a teacher packet for introducing

American Art of the eighteenth and nineteenth centuries. ()f the many

suggested writing exercises, one instructs the students to imagine

themselves as landscape artists. “Write a brief description of what

scene von would choose to paint to symbolize life in the United

States today. List at least five objects you will include in the painting.

Create a drawing or write a poeni that includes five objects.”

WRITING ON BOTH SIDES OF THE CANVAS
For use on the class trip to a museum of modern art, a tenth grade

English teacher has her students select three paintings that interest

them (at least one of which they know they could never “live

with’’) and f r each of the paintings, write a paragraph on one of

the following three approaches:

1) For the painting you could not live with: Explain why.

PROJfCT
-

DRAWING ASAWAYTO SEE
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2) For another painting: You are the artist. Write a letter to your
dealer. Show how your life experiences contributed to the vision
you had when you did the painting.

3) For the next painting: Pretend you are one of the bgures (-)r objects
in the painting and write an explanation of what is happening
within the world of the painting from your point of view.

SEEING THROUGH A VIEWFINDER
A family guide to an exhibit of the work of photographer Moneta
Sleet, Jr. is comprised of a booklet made of glossy paper in the
shape of a camera with a small viewfinder cut through the top.
Museum—goers are asked to set up actual shots using the view
Finder. For example, the visitor is encouraged to find a “picture”
that is a close up, one that is taken from an unusual angle, another
that contains straight lines, angles, or curves, and vet another that
is candid. The text inside combines open-ended questions with
factual information about six specific photographs. The main
focus, however, is on a “hands—on” encounter with the process
considerations of working photographers.

RESPONDING WITH COLORFUL CUT-OUTS
one museum educator sent us a gallery game involving colorful
paper cut—outs used as symbols. In this game. children place the
cLit-out symbols in front of an art work as a way to express their
feelings about the piece .Ared heart means they love the work, a
house indicates they would like to take it home, a blue ribbon
suggests it is the best piece, a clock means they think It took the
most time to produce, a dollar sign indicates thex’ think it the most
valuable, and “vuk” means they hate it! The symbols are used to
generate discussion among the students. Rather than provide
information or suggest what to look at or how to observe, this
tame focuses on the reactions and judgpaents of the viewer.

USING TEACHER PACKETS IN NON-ART
MUSEUMS
One packet is geared for teachers in preparation for their class’
museum visit. The teacher is asked to photocopy student activity
sheets which the students are expected to review prior to their

visit. There are four different sheets which cover four different
“skill areas”: describing, sketching, comparing, and questioning.
Students are asked to select one of the four skill areas ahead of
time and complete the prc-visir research asked of them on their

corresponding activity sheet. The research involves finding
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information about the professions—Archaeologist, Anthropologist

and Cryptologist—and determining within the context of these

professions, how, when, where, and why to use skills of describing,

sketching, questioning, or comparing.

BUILDING ON NATIVE AMERICAN
TRADITIONS
As part ()f a set of preparatory and follow_up materials which

include historical information and relevant vocabulary for a trip to

an exhibit of Iroquois Art and Culture, a teacher has developed

activities for elementary school_aged children. Sixth grade children

develop in the museum and share in class afterwards “\Vord

Wampums” which they construct Out of their word associations

with artworks that they see. Borrowing from the idea of the

“traditional wampum which was used to encode, understand, and

remember important agreements and events,” the children encode

these words throughout the museum and reflect on them and their

similarity to poetry.

1or children in grades 2—5, the teacher suggests the following

listening activity in the oral tradition: “Each student hasa ball of

clay to work with while listening to the Creation Story. As the story

is being told, each student forms the clay into a representation of

the Skvwoman on the back of a turtle (Turtle Island).”

WORKING HANDS-ON IN A CHILDREN’S
GALLERY
One Set of materials centers ar( )und a Children’s Gallery. The

activities include treasure bunts, locating art works which fulfill

specific criteria, drawing, and story writing. The worksheets

encourage children to recognize and identify specific elements of

an art work and to create new stories, drawings, or words from the

information derived from viewing art.

One v rksheet asks the observer to bnd works of art in different

media, e.g., a pastel, a peici1 drawing, a still life, an abstract painting,

etc. cxt, it asks the observer to select among works of art which is

the loudest, S1Y1()Othest, roughest, etc. Another sheet is on faces. it

asks a series of questions like, “H iw does an artist make a face

look scary? Why is the subject smiling? \\hat feelings do you see in

a subject’s face?”

The worksheet ends with an activity in which the observer looks in

the mirror and makes a face that would fit into the painting or art
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work. Finally, the observer pretends s/he is the artist and draws the
face s/he imagined. Through these exercises, again, the observer is
encouraged to experience the considerations of the artist, the subject
of the work of art, and the actual creation of a work of art.

INFORMATION-BASED AIVITIES
In contrast to the hands-on/experiential orientation, the primary
goal of exercises categorized as information-based is to convey
specific content, such as, information about an artist, a particular
work, a medium, or an artistic period. The activities are often
directed and involve looking at art work with the help of an expert
guide who informs or leads the viewer to consider what is important
to see or know. While information-based questions are frequently
closed-ended (i.e., with right or wrong answers), and use fill-ins or
multiple choice to solicit a specific response, they can also he open-
ended, eliciting a variety of equally viable responses. In either case,
the primary goal is to convey pre-selected information. Focusing
on different content areas such as desigr, history, or culture, the
following are examples of the range of information which we saw
covered in this way.

FOWSING ON DESIGN
Seeing the museum as a place not only filled with paintings, hut also
as an environment filled with different shapes and patterns, one

museum offers a family guide which focuses on elements of design.
\Xith the help of pareflts, children 1—S years of age are asked to look
for shapes and patterns in the building that surrounds them. Their
attention is directed to a range of items including a mobile, a
sculpture. a tapestry, as weU as to structural aspects of the architecture

(the marble floors, skylights, atrium, and glass walls).

This family tour combines facts about the artists and architects with
information about design. For example, visitors begin the tour by
looking at a mobile by Calder and reading a definition of the term

“mobile.’’ The tour booklet presents descriptive words like
“horizontal” and “fiat,” shapes like “trapezoid” and “parallelogram,” as
well as structural terms like “atrium.’’ Information mixed with open—
ended questions. can he seen in the following excerpt: “What do the
shapes look like? Some people imagine they see flower petals and fish
fins. What do you see: boomerangs, airplanes, birds? Calcier liked to
name his sculptures after they were completed, since, as be said, ‘You
don’t name a baby until it’s born.’ \Vhat would you name it?”
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\Vhile this hooklet features information, it alsi provides a mix of

other kinds of activities. One of these activities is integrated with a

“hands—on” approach. For example, iooking at a sculpture made of

boLilders, the child is encouraged to touch the piece and reflect

about the texture of tile sculpture’s surface. Tile child is asked: “Row

did the artist change the feeling of the rock \vhen he carved out the

seat Is the seat smooth or bumpy? What does the polished stone

remind you of: glass, water, ice, metal, silk?”

In another section, reasoning is emphasized. The child is encouraged

to think about the different uses of space, iike “outside’’ or “inside,”

design features such as height or level, or how spaces are brought

together using structures, like stairs, elevators, or tunnels. Tile final

pages include biographical information about the artists and architects

whose work is described throughout the booklet.

SOLVING A MYSTERY
Another nuseum designed all interactive exhibit wllich leads families

on an art—historical mystery tour. Here the information is focused

not only on tile paintings, hut also on clarifying the rule I if tile

curator. The exhibit begins by giving the viewers a seilse of what a

curator does and bow art works are collected or displayed. Questions

include: “Did you even wonder what goes on behind the scenes in

a museunl? How do they get works of art Curators ask a lot of

questions about the works of art in their care. In fact, they are much

like detectives working on a case. They look for clues to the

mysteries Ilidden in each painting, sculpture, drawing or print.

\Xho painted this? Where was it made? etc.”

As tile viewer moves forward in the exhibit, a tictional vignette

unfoids centering on an English art historian named Addison Tate

who is cast in the role of sleuth. Led by panels in the display, the

viewer is asked to join “Addie Tate” in following a trail of clues to

solve seven art-historical mysteries. Relying on clues seen in art

wi rk or text and with the aid of a case book tr record tile details,

the participant followsatrail of questions to solve the mysteries.

Hintsare provided under several headings: observation, description,

eomparis m, research, and interpretation. For example, Addie Tate

is asked by one of the curators to disco er the title and story

assi ciated with a painting by S. F. Dubois in 1554. In the exhibit,

the trail begins witil observation and description questions wilich

lead Addie Tate and the viewer to discover tllat a flag found in the

painting is an important clue.
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FOGUSING ON CULTURE
A colorful, orange and blue fold-out brochure from another
museum, also a family guide, highlights information on modern
African Art. The guide begins by asking: “\Vhen you hear the
words ‘African Art,’ do you think of carved wooden masks and
figures?” Corresponding to different gallery rooms, the inside of the
brochure contains information about different types of art: Past,
Traditional, international, New Functional, and Urban Art. Each
page has a photograph of a work of art along with a short
description of the type of work.

On the flip side of the fold—out page are printed “who,” “what,” or
“why” questions. For example, presented along with some descriptive
information about a painting by the Zairian artist Moke, are the
following questions: “\Vho are the two people standing up in the car
in this painting? \Vhat does Moke do to help us see the two presidents
immediately? Name some things in the paintings that show the power

of the two presidents. What modern things do you see in the
painting?” Questions about a piece of sculpture by the artist Kofh
Kouakou include: “Why would someone carve a coat out of wood?
What details has the artist used to make the wooden coat look like a
cloth one?’’ This brochure also incorporates a hands—on activity which
involves making a “moveabie sculpture” by cutting out and stringing
together the different photographs in the brochure.

LOOKING AT LAN DSAPE ART: NEW
HORIZONS
This “self-guided” tour of landscape art designed for children looks
at nontraditional landscape art. Combining some art—historical
information in a treasure-hunt format, the tour asks children to
look beyond traditional landscape paintings and find works which
are made from different kinds of materials: a piece made from
wood, another made from a video-monitor, a landscape composed
of words, or a work made with felt pens.

The activities which follow mix description (asking about color or

what is happening in the work) with more open—ended questions

such as those about the artist’s intent, how the piece might have
been made, what the child might learn about the people depicted
in t-he painting, why things in the work might he called a certain

name, or what kind of image the painting might conjure up.

Examples include: “Find a work macic with colored pencils or felt

pens. it is depicting the traditional way of life of the Inuit people in

Northern (Zanacla. \Vhat do you see happening in the drawing?’’
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There are also accompanying hands—on activities in which the child

is asked to write a poem, draw a picture, or use a compass. bor

example, the artist, Klaus von Bruch, created a sculpture to represent

a radar monitor used to locate and observe things in the landscape.

Considering this work, the child is asked to find thc tour directions

on the edge of the screen and then to use the ompa to locate

other works in this room.

FOCUSING ON SPECIFIC PAINTINGS
()ne activity concentrates on two paintings within an exhibition.

Some c( ncise information pertaining to historical and chr( nological

ccntext is given at the outset. Participants are then encouraged t(>

observe details that might identify time and space, Of to consider

various themes, such as what the people depicted in the painting

are doing and how the relationship between light and dark affects

mood. The final part is experiential in nature. Viewers are asked to

“imagine this painting is an illustration for a short story and write a

tirst line of that story.

HIGHLIGHTING CULTURE: ANCIENT AND
NATIVE

ANI ENT
in one instance a game is adapted from “A Teacher’s Guide to

Learning from Objects” by Durbin, Morris, and Wilkinson. The

game is comprised of a series of questions f )cusing on an object or

)hjects in the galleries of Ancient Cultures. Viewers are asked to

consider five aspects of an object: physical features, construction,

function, design, and value.

bor example, under physical features, viewers are asked a series of

questions such as, “What color is it? What material is it made ot? Is it

completer Has it been repaired or adapted? Is it worn There is space

on the sheet for viewers to note. “what you f )und through 1o king”

and ‘‘points you might research.” After considering the questions

Lmder each of the tve categot-ies, all of which are addressed through

observation, viewers are asked to tour the galleries of Ancient

Cultures and to then return to the object and posit an hypothesis

about the objects cultural origin. Questions help to direct the viewer

to information about the object’s cultural origin.

NATIVE
One hands—on activity related to a Native American exhibit is

suggested for completion at home. The child is given a pattern for

-1 fA!r_. - — - -
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a moccasin, and asked to cut and assemble it. The brochure
illustrates how moccasins were made (from one piece of leather,
etc.) A personalized family discussion, stemming from a Native
American belief in the special meaning of objects, is also
suggested.

USING WORKBOOK EXERCISES FOR A
MUSEUM VISIT
Designed for an eighth grade English class museum trip, this
workbook is intended for independent student use, rather than for
group discussion. The booklet contains a mix of art historical
information as well as examples from literature. The questions
pose open-ended writing exercises which ask the students to
observe and think for themselves.

For example, in a four-page worksheet on Olmec stone figures,
students are asked to describe the color and texture of the stone
figure, its facial features, shape, and body posture. While most of
the questions highlight looking, some of the later questions also
involve reading the labels and thinking about native cultural
practices in comparison to those described in the worksheet and
on the labels.

I NQUI RY-BASEI) ACTIVITIES
The third overarching category includes exercises which are
distinguished by their emphasis on personal reasoning or
interpretation in response to questions that do not have right or wrong
answers. Centered on observation, with questions addressing various
aspects of a work of art (e.g., note the color, shape, or symbols), these
open-ended questions go beyond noticing artistic detail and ask the
viewer to interpret or make sense of what is depicted.

COMPOSING A FAMILY TRAVEL LOG
At one museum, a gallery tour develops into a personal travel
story, with the where, what, and who of the story inspired by the
exhibit For example, entry into a new room is guided by a theme
and an associated set of questions. The guide begins by having the
museum-goers look for and describe a painting of a place: “Choose
a painting that looks like somewhere you would like to visit.” This
somevhere becomes the trip destination which is further described
through a set of open-ended questions: “What kind of place is it?
‘hat in the picture tells you this? What is the weather like? How
can you tell?”
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The viewers then move on to the next galley to look for a painting

of a person, who becomes included in the journal as someone met

on the trip: “Who do you see here? What can we learn from looking at

his/her clothes, expression, pose? How would you describe your

new friend’s personality?” Following the development of a character,

the viewers concentrate on choosing a painting which shows action.

This becomes a story line, something done while on the trip: “\‘‘hat

is happening in the picture? Can you add to that? Are you ofle of

the characters or are you watching? If you are one of them, describe

yourself, if you are watching, do they know you are there? How

can y )U tell?” Finally, the trip ends with the museum travelers being

asked: “What did you like best about your trip?”

PLAYING WITH PUZZLES
At one site, a guide asks children from seven to ten yrars of age to

consider specific works at the museum as a puzzle; the various

pieces of the puzzle include line, shape, color, material, subject,

and meaning. Although questions are directed at specific art works,

the aim is for children to learn to apply these concepts more broadly

to other art forms. The guide is printed as a workb )ok with places

for children to note their answers. The puzzle game combines

inforrnatk m and inquiry.

For example, one exercise is built around the “Duck Family’’ in a

pre-Columbian exhibit. After reading some information ahoLit the

historical period, the children are asked to name the material from

which this work is made. They then answer the following question:

“When considering the material, you: a) get your hands dirty, b) use a

hammer and chisel, e) scratch designs into the surface, d) bake it.”

(One of the possible answers is lflC( )rreet.) The children are also

asked to describe texture or shape or suggest a message that this

work conveys.

FINDING FIGURES: A PORTRAIT HUNT
At another museum the treasure hunt format is adapted for use in a

rtrait gallery. This “self-guided’’ hunt is aimed at having the

children “get to know’’ the characters—the pilinter as well as the

painted. The handouts include a map and five sets of questions,

each of which is Focused on a different portrait, or a comparison of

two. The questions are diverse, including prompts for description

as well as more open—ended questi )ns which call for br )ader

thinking. These later questions urge the viewer to c( nsider the

persotvilit or life of the portrait subject or the artist.

rA’AlI1I Il[.1’
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Questions about the subject or description include: “When did the
man live?” “What is his age?” “What color is the wall or fireplace?”
Referring to a figure in a portrait, broader questions include: “Do
you think he was an American?” “Is he rich or poor? Why?” “Would he
be pleased with this portrait?” “How long would he take to dress?”

In another example. the child is asked to compare two self-portraits
made by the same artist and to consider differences or similarities
between the paintings with questions such as: “Which artist would
you rather have paint your portrait?” “\Vho would you rather talk to at
a party? Why?” Also included is a question about the artist’s intent: “Is
either artist making a comment about his world or his society?”

Finally, a broad question about a sculpture portrait includes: “What
does she do on a Friday night?” “How does she feel about herself? “If
you had to describe this to a blind person, what would you say?”

FORMATfING QUESTIONS
One museum educator formatted similar questions and clues on a
sheet of paper in the shape of an artist’s palette on which responses to
handwritten questions and sequentially numbered clues were
entered into each colored oval on the palette.

DEVELOPING A RITIAL EYE
At another institution, a four step process for critiquing am’ art
work is described. The focus is on description and analysis with
judgment by the viewer at the end of the process. Several open
ended questions fall under the headings of description, analysis,
interpretation, and judgment.

Questions based on description point to color, shape, object,
subject, and media. Questions (-)n analysis focus on the relationship
between things. For example, viewers direct their attention to tools
or techniques of an artist, contrasts of light and clark, compositional
organization, contrasting colors, or realistic/abstract qualities.

Following exercises on description and analysis, viewers are
encouraged to interpret what they see. Interpretation questions ask

the viewer to consider the artist’s point of view, what the artist is
“trying to communicate,” and whether the “art serves a purpose.” After

these descriptive, analytical, and interpretive considerations, viewers

are asked to assess the work. They are asked questions like “How did

the artist involve you in the work? Do you feel that the artist was
successful?” Finally, the viewer is asked whether s/he likes the work.

As a follow-up class exercise, art works on postcardsare distributed to

students who repeat this process in small groups.
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IDEAS FOR DOCENTS WORKING WITH
STUDENTS
One training packet includes several approaches for docents tO L1Se

with students on Baroque paintings tours. in one exercise, the
student selects all the “idea cards” that apply to the painting lie or
she has chosen to observe. These cards contain statements such as
“The artist chooses the point of heightened drama,” or “Objects
and/or figures seem to spill out of the canvas” as well as simple
cards pertaining to the action and/or appearance of the work, such
as “holdingr” or “pearlescent young skin.”

Students are then asked to discuss the reasons they selected those
cards to describe the painting and arc encouraged to come up with
their own statements by creating their own cards. They are also
expected to use their card selections as a guide to develop some
statements or questions which describe “the essence and power of
the painting which would enhance the visitor’s experience of the
artwork’’ or to use the cards asa starting point for the composith )n
of a poem.

LOOKING ATAMERICAN FOLK ART
This is a museum guide for an exhibition of American Folk Art,
geared for children aged four to eight to usc in conjunction with
their parents. The glossy brochure is divided into six sections, each
one focused on a different piece in the exhibit. Three sections use
a painting as the catalyst to ask questions. Sonic of the questions
are open—ended allowing the child to come up with his/her own
responses, while others are more “right/wrong” answer and rely on
multiple choice. Two sections focus on objects, such as pieces of
furniture, rather than on paintings, as the subject of the questions.
The guide is designed to he facilitated by a “parent.’’

The brochure also includes small spaces for drawing. One space
asks the viewer to drawa design for a piece of furniture and another
asks the child to draw a weather vane. The brochure also includes
black and white photos of the objects so that the child has a
reproduction to which s/lie can refer when outside the museum.

For example, referring to the painting Peacen/;/ K!iidom, by
Edward Hicks, questions include: “How many animals do you see
in the picture?” Name them.” “Animals have different characteristics.
Circle the w rcls that you think describe these anunals Notice
the go >uii of settlersand Indians on the left of the painting. \Vhat
do von think the\ might be talking about Referring to xveathervanes,

I

_______

•hL
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information is included with questions like: “Who would need to use

weathervanes? As you go through the exhibition, look closely at the

paintings and try to tind weathervanes on the tops of buildings. Do

they give you a clue as to what kind of buildings they are”

INTEL RATED APPROACHES
The museum activities described so far focus primarily on one of

our identified educational approaches: hands-on, information-

based, or inquiry—based. The examples which follow are

representative of activities which explicitly combine two or all

three of the approaches identified.

MASKS IN THE CLASSROOM ANP THE
MUSEUM
A twelfth grade English teacher combines a study of literature \Vith

a study of masks. As part of the process students visit two museums,

and in a culminating experience working with a ceramicist and

ph( tographer, each student creates a clay character mask based on

the literature that is studied. On one museum visit, students are

encouraged to find the room that houses the art of Africa and take

a look at the entire collection before responding to the activities

(“This will give you a chance to take in its beauty’’).

Student activities in the museum integrate educational approaches.

Ior example, instructions ask students to find a mask and describe

it, draw it, or list three things they notice about it, as well as listing

three things written about it. Later on, students are asked to hod

another mask and compare it with the earlier one they described or

drew. Descriptions and drawings are combined with the activity of

writing a poem and contextualizing the object (“If you were the

owner of this shield (Solomon Islands), what might it mean to you?’)

At the end students arc reminded. “This assignment will be collected,

and you will be given credit for having done it. Thank you.”

A FOUR STEP STRATEGY
in one publication, museum educators clearly define their

instructional goals as four—fold, related to: “aesthetic perception,

creative expression. visual art heritage, and values and judgment.”

Each unit includes transparencies of works of art, discussion

guidelines. vocabulary lessons, information on artists and their

works, and hands—on and writing activities. In order to encourage

discussion and critical thinking, the educators also outline a four—

step strategy for experiencing a work: reacting, describing,

thinking, and elaborating.
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in one unit, this four—step approach is applied to Seurat’s painting

Suuda’ -i/teruoon oil the Is/and of Li Gran’/e Jtitte. After an initia]

quiet moment during which participants are asked to take note of

theit personal reaction, a series of questions are asked pertaining

to the particular aesthetic components and the artists’ use of formal

properties in the painting.

Describe the colors the artist has used. What kinds of lines do you see? What

kinds of shapes are repeated? How long might it take to walk from the front

of the paint1n to the far end of the island?

• If we draw a line down the center, is the balance symmetrical or asvmmetrieal

Has the artist br (ugH any part of the painting to vc mr attention? Is the emphasis

made througrh the shapes, spaces, colors?

• Can we tell what the people are thinking or feeling? \\ hat has the artist

chosen to include in describing this scene and what has he left out?

And finally, viewers elaborate by responding to questions such as:

• If this is a park scene, where is the action?”

This pu[a1ic1tion also includes a full page of factual information on

Seurat’s life and on visual aspects of his painting to be used as a

stimulus for further discussion. Both open- and close-ended

questions are used.

The “hands—on” component of this unit is referred to as an

“experiment.” The instructions are:

• \Vith the image po jectecl on the wall, have students hold 9 by 12 inch white

paper at various distances from the projected image—3 feet, 2 feet, 1 foot,

inches—and observe the brush strokes as thee appear on the p.iper.

• Next, tape the sheets of paper to the wall where the image falls, until the

image is completely covered. Students trace the portion of the image

pr()eeted onto their of paper, simulating ihe direction and shapes of

the brush strokes.

LEARNING ABOUT LATIN AMERICAN
FOLK ART: A CLASSROOM LESSON
In this classroom activity, students are given introductory informath n

regarding societal change and examples of how folk artists have

responded to these changes:

• ( inc kind of folk art in Latin America is the making of doll—sized genre

tigutcs, often made from clay or wood. Entire scenes of family and village

life are recreated in miniature. These scenes.., give usa real glimpse into the

lives of the people: what they wear and eat, how they celebrate and mourn,

how they make their living. Another common clement in contemporary Latin

American folk art is the use of recycled materials.

In this activity, students transform recycled materials into a genre

scene iif their classroom or neighborhood.
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GOING OUTDOORS TO MOVE AND BE
MOVED
One museums guide takes the visitor outside to view seven specific
pieces in an outdoor sculpture garden. The sculptures are
described as either having motion (they move) or emotion (they
move you) or both. For each sculpture. there are activities (e.g.,
find a stick and run it along the bars of Paul Matisse’s musical
fence) and questions (e.g., How does your music make you feeb’)
Among the activities, drawing, pretense, and physical activity like
stretching are engaged.

ROSS-DISIPLINARY APPROAHE5
As noted ahove, we have heen using the term “integration” to refer
to the use of combined approaches to an exhibit or topic. Another
type of integrrative activity described by some museums, including
some non-art museums, is the design of activities which cut across
disciplines or rely on the museum as an educational resource in
different domains. A few examples include having students discuss
a painting in French, using art work to stimulate poetry writing,
and studying a period in history through a focus on the life and
time of a particular artist. Other examples follow.

EXPLORING RELIGION AND HISTORY
THROUGH AN ARHEOLOGIAL DIG
One museum with a religious and historical focus outlines a
simulated archeological dig. Throughout the tour children are
asked information—based c1uestions with an emphasis on learning
about religious history and archaeology.

A simulated dig is set up outdoors on “sand tables” stocked with
replicas of oil lamps, pottery shards, Hints, spears, weights, and
other artifacts. For this activity, children are given digging tools,
sifters, brushes, and clipboards with paper and pencil for recording

their finds.

The docent sets the scene by asking the children to role play. 1or
example. they are asked to imagine that they are a trained team of

volunteer archaeologists digging in the hot sun in Israel. The
children are asked cluestions about the proper use of the tools and
are then given a demonstration 1w the docent. At the end of the

dig, the students bring their replicas to the table and try to identify
what they’ve found.
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One teaching packet includes a brief introduction to Minimalist

theory, as well as exercises and questions for group discussion on

specific works of art. The introductory quesnons involve observation

(a discussion of the materials used, images evoked, the title) and

progress to more general philosophical issues, such as, “Why do

you think human beings are generally uncomfortable with an object

that professes to have no meaning beyond itself?” “Why do we

seek to apply meaning?”

DISCUSSING MORAL DILEMMAS
At another museum, a lesson on moral issues accompanies a

museum visit. In this case, twc) real—life art—related moral dilemmas

are described. The first concerns ownership and rights of the dead.

For example, c1uestions include: “Even though it may be the oniv vav

to learn about ancient cultures, do art historians and archaeologists
have the right to disturb sacred burial sites?” “What should we do

about the tribes and communities who claim their artifacts were stolen

and want them back from the museums who now house them?”

The second dilemma asks students tc) step into the role of a museum

director who is offered the opportunity to purchase a st( )len pieCe

of i\[avan sculpture. In a hypothetical scenario they are asked: “If

you do not purchase and preserve this piece in your museum, you

risk its disappearance into a private collection, where neither scholars

the public could benefit from it, and there’s a chance it may

not be properly cared for. \\hat do you think you should do?”

Students are also asked to discuss one of these dilemmas at home and

document the family discussion. In their write-up they are told to

consider the following questions: “What ideas and attitudes were

brought to the table? What was the area of greatest disagreement?’’

SUMMARY
)ur review of these materials was guided by the identification of

three major educational approaches: hands—on, information—based,

and inquiry—based. Embedded in these large categories, further

subdivisions reflecting audience, nature of activity, or type of

lnstitLitl( n were also apparent. The materials represented man

kinds of institutions—primarilv art museLims and schools, but also

galleries, children’s muSeums, and museums of history and
:irehe lo&y. Eniting this work is a single theme: a shared
appreciation for and interest in facilitating students’ learning in
both museums and schools.

INTEGRATING ART AND PHILOSOPHY
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