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This article quotes adult visitors to museums
who have ¢onstructed their own interpretations
of works of art when encouraged to do so by an
art educator who facilitates group discussions
rather than imparts histerical infermation and in-
terpretations formulated by scholars, The article
provides examples of individuals making perscn-
al meanings of works of art. When visitors share
their individual understandings of artwerks with
their touring group, they see arfworks in unique
ways, learn that their own way of seeing a work
is not the only way, come to know the diversity
of human reactions to the work of art and to life,
and thersby aid the building of communities of
undesstanding.

Educational Presuppositions

This article is situated within postmodern
views of arl education in museums, aligned
with the views of museum educational the-
ory and practice of Juliet Mcore Tapia and
Susan Hazelroth Barrett (2003). Dana Car-
lisle Kletchka (2007) adeptly summarizes
the importance of their theory and practice:

Moore Tapia and Hazelroth Barreti dis-
cuss three projects at the Ringling Mu-
seum of Arl that exemplify postmodern
educationaj practice in the art museum by
rejecting master narratives or singular in-
terpretations of artworks, listening and re-
sponding to the voices and contributions
of community members, sharing curato-
rial authority ... The authors contend that
the adaptation of postmodern practices
not only offers muitiple roles for visitors in
the museum, but may indeed change the
role of museumn educators. [p. 114)

The positicns in this article are also situ-
ated under the umbrelia of constructivist
education (Hein, 1999; Hooper-Greenhill,

1999). [t supports a paradigm shift from mu-
seums as the authoritative interpreters of
works of art bestowed on passive visitors to
a constructivist educational positicn that en-
courages visitors to build their own under-
standings of what they see in ways person-
ally relevant to their lives. it is in agreement
with museum educator Eilean Hooper-
Greenhill's (2000) fundamental observation
that there is an essential difference in the
way the word ‘interpretation’ is used in con-
structivist educational thecry and how it is
too offen used in art museums. In her view,
interpretation should be "the mental pro-
cess an individual uses to construct mean-
ing from experience; you are the interpreter
for yourself. Interpratation is the process of
constructing meaning. Interpratation is part
of the process of understanding” in toco
many museums, towever, interpretation is
“a process that is undertaken on behalf of
someone else” {p. 143). As Hooper-Green-
hill (2000) asserts, too often in museums in-
terpretation is something that is done forthe
visitor, or to the visitor: “The implicit model of
communicating with the public is that of the
transmission of objective bodies of authori-
tative acts to passive receivers” {p. 143).

If we educators want to impose on mu-
seum visitors the views of experts about
warks of art, we can use electronic means
and let them hear the experts themselves.
Visitors to the Metropolitan Museum, for
example, may hear an audio guide in any
of five languages narrated by Philippe de
Montebello, and get the views of the direc-
tor who has overseen the collection for the
past 30 years. Increasingly, museums list
phone numbers by artworks so that view-
ers, should they choose, can use their cell
phones to hear curators and other experts
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talk about the pieces. Why would museum
educators iry to match or simulate Mon-
tebello’s and other authorities’ eloquence
and scholarship when visitors can hear
them directly?

Rather than museum guides passing on
to viewers interpretations by scholarly au-
thorities, this article provides examples from
actual museurn practices that do not posi-
tion museum visitors as a “passive, homage-
neous mass of people, ‘the generat public’,
but... as individuals with their own particular
needs, preferred learning styles, and social
and cutturat agendas. The main characteris-
tic of these individual museum visitars is that
they make sense of things their own ways”
(Hoopet-Greenhill, 1999, p. 67).

This article supports goals for museum
education articulated by art educator El-
liot Eisner {2007) who wanis “productive
diversity” and “productive idiosyncrasy” in
the museum (p. 425), As excellent museum
educators, Eisner arguss, we no mere want
ong right interpretation of a work of art than
an excellent art teacher would want “draw-
ings of 30 yellow ducks sitting in the middle
of each paper” (p. 425).

The positions articuiated in this article
are consonant with educationally progres-
sive art fistorians who are teaching art sur-
vay and art appreciation courses that de-
emphasize traditional master narratives of
stylistic influences and developments in fa-
vor of learning outcomes such as students
developing

the abiiity to think and observe holisticaily
or synergisticafly; to apprehend meanings
hidden behind or within outer appear-
ances; to expand and refine the range of
ane's feeling life; to cultivate the capac-
ity to think gualitatively as well as quan-
titatively; to be able to think in images
(“imagination™); to articulate relationships
between emotions and unique visual el-
ements or compositions; to explain how
reaction to images affects human motiva-
tions; and other apilities that might gen-
erally be {fermed “visual literacy” (David
Adams, 2007, p. 13)

What follows are examples of actual
practices in museums in the recent past,

exarmples of what museum educators Rika
Burnham and Efliot Kai-Kee (2007} -are
calling for in museums of the future:

Visitors come to the museum to learn
about art through gallery conversations
during which they actively take part in a
form of interpretive play that animates,
and in a sense performs, works of art as
visitors look at them and talk about them.
Wher the play is successful, it is full of
energy and passion. The museum gal-
leries become aciive places where ideas
are freely exchanged, where hermeneu-
tic improvisation and experimentation are
encouraged and vaiued. (p. 12)

Three Interpretations of Yosemite
Valley

In 1998, in the Los Angeles County Muse-
um of Art {LACMA), under the sponsorship
of museum educator Jennifer Siegentha-
ler, | gathered a group of about 20 adults
in a gallery of 19th century American art.
They were grade school classrcom teach-
ers, in various stages of their careers, with
very little formal education abeut art or art
education. | asked them to individually se-
lect any painting hanging in the gallery that
particularly caught their attention. | asked
them to assume the stance of something
or someone in the painting and to inform us
about the painting by writing about it from
the imaginary point of view they chose. Two
women chose William Keith's Yosemite Val-
fey, and while in front of the painting, quietly
wrote about the painting. The writing activity
took about 15-20 minutes, after which visi-

Figure 1. William Keith, Yosemite Vafley, oil an
canvas, 40 by 72 inches, 1875, Los Angeles
County Museumn of Art (M.71.115).
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tors voluntarily read their writings about the savages, 1o eat outside and to sleep in the

paintings they chose to the whole group. dirt. 'm beginning to thinks she’s Tight, but
Lucis view. One visitor wrote as if she what can | do? Stephen is so set in his
were the tallest mountain in the middle of ways, and his is always right, He fancies

himself a pioneer. He says America is the

last frontier and we have to chronicle it.

All's | can think about is how awful it is to

| am the mountajn. wash in the river, and to wear these dirty

The end of the day is near clothes, and how | mis_s toilet paper, Ste-

Pve been soaking up the phen says we're j_ust like Thoreau, who-
sun and heat, ever he is,—Debbie, 1898

the painting. This is the uneditad first draft
of what she wrote in the museum:

| rise above the valley The Museum’s view. The following is the
buzzing with life full text about the painting presented by an
{rees—insects—people—animals anonymous writer for Museum visitors:
Life unfolds before me In the autumn of 1872 Keith made the
. every day . acquaintance of John Muir when he ex-
with thousingz ?;ISEW stories plored the hills beyond Yosemite with the

some begin and some end—
but | will be here tomorrow.

My beginning is not so easily
understood: the geographic
accident
that created me
—That violence haunts me—
It is what will destroy me
someday
And ! wilf wait for it patiently.
Who will witness the end
of my story?—Luci Perez,' 1988

Debbie’s view. Debbie imagined herself
as the woeman on a harse next tc the man
on the horse in the lower left foreground of
the painting. She imagined what the womn-
an rider was thinking:

It's so hot outside. My horse probably
wants a drink. The mountains are so beau-
tiful. Stephen says it's like God's land, un-
touched by man’s hand. He sees majesty
in everything. Every time he sees some-
thing prefty he says we have to stop and
sketch it. He even wanted to sketch the
savages! He says they have a special raw
innocence about them. He said they are
more pure than us. | just laughed. They
are not more pure than me. | don't know
where he gets these ideas sometimes.
He wasn't like this before we got married.

naturalist. Yosemite Valley was a product
of a later trip in 1875. A dramatic, com-
posed image, it was painted in the art-
ist's studic specifically as an exhibition
piece. it porfrays a commanding view of
Cathedral Rocks, which are in the vailey
along a bend in the Merced River. Noth-
ing obstrucis the panoramic view. A bit of
the river bark is included as a repotlis-
s0ir to lead the viewer into the scene. The
towering trees are arranged on the sides
to permit an open vista of the cliffs, The
addition of the riders, while suggesting a
narrative, was also essential fo the com-
position. Even the pile of dead tree trunks
in the center of the painting was arranged
so that the large logs would link the two
sides of the painting.

Keith created many such epic paintings
during the pericd between his two Eu-
ropean trips, and many of these were
criticized as too artificial. Although the
general appearance of this version might
give the impression of a standard pictur-
esque composition, Keith avoided the
tight, linear painting styie associated with
the Disseldorf schocl. He afso escaped
the pervasive grays of such German
landscapes by infusing the background
of Yosemite Valley with an array of soft,
opalescent hues—(LACMA Collections
Online, 2007)

Mother says he's got a screw loose now, Luci's and Debbie’s writings exemplify
and that we should stay home instead of many of the objectives of constructivist
gallivanting around the country. She says learning already stated. First and foremost,
#'s not ladylike to be cavorting with thase they did not act as passive receivers of pre-
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determined interpretations, but constructed
meanings, and they “made sense of things
in their awn way” (Hooper-Greenhill, 2000,
143). By variously choosing free-form
verse and narrative fiction, the two visitors
engaged in “interpretive play” and *herme-
neutic improvisation and experimentation”
that “animates” the works with the visitors’
“energy and passion” (Burnham & Kai Lee,
2007, 12); and they selected their own pre-
ferred learning styles (Hooper-Greenhill,
2000, 143). The two writings exemplify Eis-
ner's (2007) desired “productive diversity”
and “productive idiosyncrasy” in the mu-
seum (425). | believe Luci and Debbie also
exemplify each of Adams’s (2007, p. 13)
learning outcomes for learning in art his-
tory survey and appreciation courses. The
two views of the visitors offer significant
contrasts to the Museum’s articulated view
of Yosemite Valley, which meet few it any
constructivist objectives set forth here.
Moreover, neither Luci nor Debbie need-
ed the Museum’s text to direct their meaning
making. They were able to offer understand-
ings of the painting through their own direct
perceptions, lived experiences, and imagi-
nations. in her free verse, Luci “explored the
hills beyond Yosemite” the “commanding
view of Cathedral Rocks,” and the “pan-
oramic view" (LACMA, 2007) but through
the imagined living spirit of a mountain it-
self. Debbie did not need the Museum to tell
her that the tiders suggested a narrative:
She constructed a narrative for us. The Mu-
seum’s narrative that the painting utilizes “a
repoussoir,” that it might be “too artificial” or
“a standard picturesque composition,” and
that it diverges from “the Disseldorf school!
and “pervasive grays of such German land-
scapes” (LACMA, 2007} might have discour-
aged Luci and Debbie froem constructing the
meanings they have provided us.

Social Presuppositions

Constructivist approaches to meaning mak-
ing with groups of museum visitors in the
presence of works of art allow for the real-
ization of the social goal of hosting mean-
ingful conversations towards changs. Inter-

national social activist Margaret Wheatley
(2002) explains:

Human conversation is the most ancient
and easiest way to cultivate the conditions
for change—12

personal change, community and organi-
zationat change, planetary change. If we
can sit together and talk about what's im-
portant to us, we begin 1o come aiive. We
share what we see, what we feal, and we
listen 1o what others see and feel. (p. 3)

The approaches to museum education
in this article embrace what educator Sally
Gradle (2007) refers to as “participatory
epistemology” that includes “awareness of
other warld views, other ways of thinking
that are creatively and qualitatively differ-
ent from one’s ewn” (p. 1503).

My positions are in sympathy with Mike
Ross’s (2007} that “as a teuchstone reaim
of human experience the domain of art
holds unique potential as an entry point to
a powerful pathway of discovery that can
lead indtviduals to an inspiting sense of
our collective humanity” {p. 758). This so-
clal thinking is also in line with the guiding
hypothesis of empirical research conduct-
ed by museums educators Scott Paris and
Melissa Mercer (2002) "that visitors search
for features of their personal lives, both
actual and imagined selves, during their
explorations of cbjects and museums, and
their searches may lead to confirming, dis-
confirming, or elaborating understanding
of their own identities” (p. 402).

More Examples of Viewer-Constructed
Meanings in Museums

The following strategy asks viewers to put
into words what they see in a work of art.
A viewer names one thing—" see bars"™—
and the next viewer names another thing—
‘| see stripes"—until everyone has spoken
(or passed). | challenge the touring group
to make as many rounds of individual ob-
servations as we can. These are some ex-
amples of what one group of adults saw
in Sean Scully's Dark Light. “bars, stripes,
strips, rectangles, contrast, layers, weight,
white, blue, black, gray, crange, squares,
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Figure 2. Sean Scully, Dark Light, oil on canvas,
96 hy 84 inches, 1998.

lines, positive space, negative space, edg-
es, light, background, foreground, paint,
brushstrekes ...”

Next we take turns saying in single sim-
ple sentences one thing we think of when
we see what we notice: "When | see the
rectangle of stripes at the top of the paint-
ing, | think of a flag” We thought of “a flag,
a guilt, a patch, a rug, a mat, a piano, a
beach blanket, cake layers, a playing field,
a game board, textile, wallpaper, a prison,
a jail, a window, doors, blinders, fence, bar-
riers, blockages, blockades, redemption,
savior, religion, betrayal, family...” Some
viewers thought of oppositional pairs, in-
cluding "church and carnival, heaven and
hell, tomorrow and today, day and night,
war and peace, outside and inside.”

For closure on this painting, | asked the
viewers to write a short paragraph of what
the painting meant to them. Both of these
writings are unedited first drafts written in
about 10 minutes. Both writers voluntarily
read their thoughts to the group. One per-
son wrote:

There is a big gulf, & large, swallow-
ing void between two solid strips upon
which stand rectangles. | interpret the
rectangles as my husband and me, and
we are separated drastically by our spiri-
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tual beliefs. We are in a static “stand-off”
position, and will not/cannot be united in
this one area. We “agrae to disagree—
Anonymous, 2004

Another wrote:

| begin thinking of the role of myself as
an American ...l reference countries be-
cause of the use of geometric "flag-like”
shapes. ...more specifically as the Arab
and Christian world, refigious and non-
religious world, good vs. evil (NOT tying
good or evil to one side or the cther.)...
The upper rectangle represents a chance
to bring about peace and cooperation in
the world. The lower image is a result of
the “close-minded” choice | could make as
an American that could bring about death,
destruction, and loss of life. | believe that
the American culture emphasizes things
being good vs. bad, right vs. wrong, left
vs, right. ...opposites don't matter and
aren't relevant when it comes to the de-
struction of the world.—Jacob, 2004

Lest these comments about strife be-
tween a husband and wife, and psace and
cooperation in the world, seem too far re-
moved from this nonobjective painting, con-
sider that, unbeknown to these two viewers,
Scully has said that masculinity and femi-

Figure 3. William Wegman, Dusted, color Pola-
roid photograph, 1282 in Funney/Strange, Wex-
ner Centers for the Arts, Columbus, Chio, 2007.



ninity are smbedded in att-of his works, con-
frontations with "good and evi” are alsc em-
bedded in his work, and that his paintings
are “connected to an intensity of empathy
and identification with hurmnan life” (cited in
Barrett, 2003, pp. 100-102).

A group of about 25 college freshmen
and sophomores and | foured William Weg-
man’s traveling exhibition, Funney/Strange,
a retraspective exhibition of drawings, paint-
ings, and photographs. During our hour
together, we took a quick averview of the
exhibition, and then discussed five images.
At the end of the sessicon, | invited the stu-
dents to pick one of the five works that was
most meaningful to them and to write about
it. Some of the students selected Dusted,
and wrote:

It makes me think of longing, persever-
ance, and waiting patiently. Maybe long-
ing for something out of reach or waiting
patiently for something you really want”
{Meaghan Campbell, 2007)

When | see this, | fee! rather sad. This dog
looks distressed and saddened like the
waorld is collapsing or raining down on him.
Yet he stifl has a glow to him like a light
from heaven. {Jodi Osborne, 2007)

| believe you should follow your dreams
and o ane should tell you you can’t do
something. A weight is always on your
shoulders. The substance is heavy and
weighing you down. You can't leave the
spot or you will be out of your comifort
zone. (Anonymous, 2007)

Dusted makes me angry. ...lt actually
inspires an emotion. | worry about the
dog's weil-being and how the owners are
treating it. | feel a need to help it and pro-
tect it. {David Leighty, 2007)

Dusted leaves me with questions. It re-
lates to sooco many things in my life. You
will be pulled ways you know aren't right,
and will you be able to steg away and
look at your decisions? What is weighing
you down and why are you botheraed by
it? (Jenn Whicker,2G07)

Examples of Building Communities of
Understanding in Touring Graups

In 1991, when Robert Mapplethoipe’s The
Perfect Momentwas the rage in Cincinnati,
Sharon Rab, a high scheol English teacher
invited me to her school to help prepare stu-
dents to see the exhibition at the Contem-
porary Art Center. The students attended
the prep session and the visit to the exhibi-
tion voluntarily as part of an after-schocl
art club. They were 18 years cld and did
not need parenfal consent to attend. At
their school, | showed them some very ex-
plicit repreductions of what they might see
in the show. We briefly discussed these in
a 45 minute session, primarily describing
what we saw. We then drove into the city.
A museum educatcr gave us a tout, with a
proselytizing menologue about the positive
vaiue of Mapplethorpe’s work. Afterwards
we had fast food together and then drove
back to the schoof and dispersed. The stu-
dents wrote their responses to the experi-
ences in journals and allowed Ms. Rab and
me to quote them for an article {Barrett &
Rab, 1990).

| had the hardest time with the X, Y, Z Port-
folic. | agree that it is an important part of
the exhibit, but these were the piciures |
found mest offending. On the same note,
however, ! didn't feel threatened. The sub-
jects weren't violent and Mapplethorpe
isn't trying 1o lure anyone into his lifestyle
through his work. He's only presenting his
lifestyle, a documentary of the times. Why
should | close my eyes to reality? And
what right do | have to impose my morals
on anyone else? ! guess that's the root of
the controversy. {Brian, 1991)

At 18, | feel as though I've formed a salid
set of values about sex. I've either read
about or seen any form of sex on T.V. and
in magazines, sO any curiosity or fear
concerning sex has been cleared away
through my knowledge. I've had close re-
lationships with girls for the past couple
of years and I'd like o think that my most
recent relationship is based on common
respect and compassion for each other
before being based on sex. I'm sure homo-
sexuality, sadomasochism, incest, rape,
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biracial relationships, and any other kind of
widely unaccepled sexual behavior exists
ali across America as well as in Cincin-
nati. To deny its existence is an injustice....
Perhaps this was “The Perfect Moment” to
bring this subject matter, the convergence
of both sexes, the convergence of painful
and pleasurabie sexual experiences, and
the convergence of races into mainstrearn
America. (J. D., 1991)

Brian's and J. Ds responses are typi-
cal of the 12. The students expressed ap-
preciation for being able to preview some
of the photographs in advance of going to
the center; they expressed support they
felt from one another in a confrontational
exhibition and tour; some objected to the
preachy tone of the museum educator; all
found some photographs difficult; all ex-
pressed gratitude that they saw the exhibi-
tion; and all acknowledged the support of
their peers.

The experience helped foster community
in different ways. Ms. Rab told me that she
and her art club members became closer
because of the event and because of their
writings and sharing of their writings. The
students all expressed a better and more
sympathetic understanding of the practices
of some gay men because of the exhibition:
This was a very positive accomplishment
considering the hatred that was being ex-
pressed by some on the airways and in the
streets in front of the center in Cincinnati at
the time of the exhibition,

The foliowing quotations are examples
of building community by undergraduate
art education majors. We did this exercise
with The Art Book (1997), an inexpensive
paperback with 500 color reproductions of
paintings from medieval to modern times.
The book served us as an ersatz museum.
| asked the students, ail of whom had a
copy of the book, to pick one work of art
that was personally meaningful to them
and to tell us why. {| have successfully rep-
licated this exercise in museums but have
net collected writing samples.)

One student wrote about Roberto Se-
bastian Echaurren Matta’s Untitied (oil on
canvas, 51 by 78 inches, 1950):
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Matta's work reminds ma of me. It re-
minds me of the way that my mind works.
The image is jumbied and erratic like my
mind. My thoughts race by often jutting
into other thoughts and ideas. | am con-
stantly trying to find a balance betwsen
positive and negative thoughts. There are
thousands of images, ideas, and thoughts
racing through my ming at any moment
but | am still able to find composure and a
destination. Like the image, | have found
rmy way. (Racheal, 2006)

Kathryn found personal meaning in a
nencbjective caliage, Alberto Burri, Sacco,
{burlap, linen, oil, and gold paint on board,
13 by 15 inches, 1954). She wrote:

Alberio Burri's Sacce really spesks to
me at this ime in my life. This has been
a rougher quarter than usual for me due
to the death of my grandmother, as well
as some cther things going on in my life.
And it has felt at imes as though things
are falling apart or | have lost contral in my
life, and all around me are these ripped
and shredded pieces, lefiover from trag-
edy and sadness. But in the end, all | can
do, as any human being does, is stitch to-
gether the remnanis, and make something
naw from all the fragmented parts of iife. In
the end, something beautiful can come of
it, which is what Burr has done with these
torn pieces of cloth. (Kathryn, 2006)

Kristin wrote about Thomas Cole’s
Secene from Last of the Mohicans (oil on
canvas, 25 by 35 inches, 1827):

Cole's painfing captures the breathiaking
beauty of creation. The artist's use of light
and shadows creates a chearful yet calmn
and relaxed meed. The smallness of the
paopte and the bigness of the landscape
reminds me of how small my problems are
compared to the rest of the world, and that
! need fo take time to rest and scak in the
beauty that | believe God has blessed us
with rather than getting so caught up in
the here-and-now rush of life. The paint-
ing reminds me of peace, rest, worship,
heauty, power, and surrender.—Kristin
Inkrott, 2008

Through these writings, we learned
about one another, as well as about works
of art. In the final evaluations of the course



many students expressed a new close-
ness among their classmates. | think this
single assignment helped us build a caring
community of learners.

Suggested Procedures to Facilitate
Group Discussions

The following suggestions are learned

through a lot of experience. | find them very

helpful in facilitating open dialogues with
visitors, young and old, within museums.

» Concentrate on being an excellent fa-

cilitator rather than an expert on art.
Situate the group so that everyone
can see the work and can hear one
another.
If you ask a question do not answer
it yourself. Give time for the group
to consider the question. Wait for an
answer. If no one answers, cali on
SOMEone.
Allow only one perscn to speak at a
time. Ask the group if they have heard
the speaker; if not, ask the speaker to
reiterate mare loudly. Depending on
the speaker, sometimes you will need
to parrot the speaker.

* Be thankful for comments and rein-
force speakers’ comments {even if
you don't like what they say): Encour-
age responsiveness.

+ Discourage side-conversations: They
distract the group. Kindly ask the
speakers who are only talking to one
another to share their insights with
the whole group.

« Stay out of the conversation except to
further it: If the discussion is sericusly
stalled, add a bit of information but
only if needed.

* [f someone asks you a “good” ques-
tion about the artwork under discus-
sion, redirect the question to the whole
group; if the guestion isn't pertinent,
ask the questioner to give her or his
best answer, and then move on,

Redirect speakers who raise rhetorical

questions to reiterate them as state-

ments. Instead of pursuing questions
such as “What if the artist...”, “Well,

-

supposs that...” ask the speaker to
reformulate the question as a state-
ment about what she or he sees,
thinks, or feels.

+ If someone says something “wrong,”
let it go uniess he or she persists with
it, then politely slide away from it and
redirect the discussion.

« Allow time for the group to come to

some tentative conclusions before

moving to another artwork.

Before the tour ends, allow some time

for tentative closure by leiting individu-

als articulate what was most meaning-
ful to them during the tour, and why.

*

Conclusions

This kind of interactive touring is not for ev-
eryone, every time, everywhere. it might not
fit some tour guide’s personalities, teach-
ing styles, or cognitive strengths. This con-
structivist approach to responding to works
of art might also frustrate some museum
visitors who crave a single voice of author-
ity and the “right answer” about a work of
art (and life).

This approach to museum education,
however, has potential to aid museum visi-
tors in what art educator Rita lrwin {2007)
calls “plumbing the depths of being fully
alive” The visitor interpretations quoted in
this article show evidence of pecple “illed
with feeling completely alive, being at one
with the universe while experiencing joy,
compassion, mindfulness, and a sense
of awe for the mystery that abounds” (.
1401).

When individuals interpret a work of
an, they gain understanding of the work,
of the world through the work, and perhaps
a new appreciation for art, life, and their
own power of thought and feeling. When
individuals share theiy interpretations with
a touring group, they are “giving the gift of
seilf” 1o others (Shields in Irwin, 2007, p.
1402). By means of these “gifts,” we in the
group have the opportunity to understand
in a unique way the artwork, the interpret-
er, and life through the interpreter’s world
view. Interpreting individuals can become
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a temparary community that helps allevi-
ate the isolation many of us experience in
modern living, Museum education of this
kind may present museum visitors with the
realization that community, including the
world community, depends on a diversity
of views for healihful living.

Endnotes

Wisitors” writings are reprinted with the
visitors’ permissions. Some chose to use first
and last names, others chose first names
only, and some chose to be anonymous.

References

Adams, D, (2007}. Art history survey and art ap-
preciation courses. Colfege Art Association
News, 32(5), 13-15.

Barrett, T. (2003}. interpreting art: Reffecting, won-
dering, and responding. New York: McGraw-
Hill.

Barrett, T. and Rab, 5. {(1330). Twelve high school
students, a teacher, a professor, and Robert
Mapplethorpe's photographs: Exploring cultur-
al difference through controversial art. Journal
of Multicuitural and Crosscuitural Research in
Art Education, 8(1), 4-17.

Burnham, R. & Kai-Kee, E. (2007). Museum ed-
ucation and the project of interpretation in the
21st century. Journal of Aesthetic Education,
(41)2, 11-13.

Carlisle Kletchka, D. {2007). Book review. Visual
Aris Research, 33(2), $10-115.

tisner, E. (2007). “Assessment and evaluation in
education and the arts,”in L. Bresler, {Ed.), fn-
ternational handbook of research in arts edu-
cation. Dordrecht, The Netherlands: Springer.

Gradle, S. (2007). Spiritual ecology in art edu-
cation: A re-visicn of meaning, in L. Bresler,
(Ed.), International handbook of research in
arts education. Dordrecht, The Netherliands:
Springer.

Hein, G. (1999). The constructivist museum, in
E. Hooper-Greenhiil, (Ed.) The educational

84 Terry Barrett

rofe of the museum (2nd ed) {pp. 73-79). Lon-
don: Routledge.

Hooper-Greenhil, £, {1999). Museum learners
as aclive postmodernists: contexiualizing con-
structivism, in €. Hooper-Greenhill (Ed.}, 2nd
ed., The educaiional rofe of the museum (2nd
ad.) (6§7-72). London: Routledge.

Hooper-Greenhili, E. (2000). Learning in art mu-
seums: Strategiss of interpretation, in N. Hor-
lock (Ed.), Testing the water: Young People
and galleries (pp. 136-145). Liverpool, Eng-
land: Liverpool University Press.

Irwin, R. {2007). Plumbing the depths of being ful-
ly ative, in L. Bresler, (Ed.), international hand-
book of research in arts educafion (pp. 1401-
1404}. Dordrecht, The Netherlands: Springer.

LACMA collections online. (2007). Retrieved
October 28, 2007, from http://collectionson-
line lacma.orgfmwebcgi/mweb.exe?request=
focus;id=32023;type=101

Moore Tapia, J. & Hazelroth Barrett, S. (2003)
Postmodernism and art museum Education.
in M. Xanthoudaki, L. Tickle, & V. Sekules,
(Eds.), Researching visual arts education in
museums and galieries: An internafional read-
er (pp. 197-212). Boston: Kluwer Academic
Publishers.

Pasis, 5. & Mercer, M. (2002). Finding self in
objects: ldentily exploration in museums, in
G. Leinhardt, K. Crowley, & K Kautson (Eds.),
Learning conversations in museums (pp.
401-423). Mahwah, NJ; Erlbaurn.

Ragged Cloth Café, (2007), retrieved Novem-
ber 11, 20067. http#junomain.wordpress.
com/2007/04/08/179/#comments

Ross, M. (2007). Cultural centers and strategies of
being: Creativity, sanctuary, the public square,
ang contexts of exchange. In L. Bresler, (Ed.),
International handbook of research in arls
education (pp. 755-758). Dordrecht, The Neth-
erlands: Springer.

Wheatley, M. (2002), Turning to one another:
Simple conversations fo restere hope lo the
future. San Francisco: Berrett-Koehler.

Correspondence concerning this article
should be addressed to Terry Barrett, The
Ohio State University, barrett.8 @ osu.edu.



