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ABSTRACT

SHIFTING PARADIGMS: MUSEUM EDUCATORS’
PERSPECTIVES ON MULTICULTURALISM
FEBRUARY 1994
HONORE SALMI DAVID, B.A., OUR LADY OF THE LAKE COLLEGE
M.A., UNIVERSITY OF TEXAS
Ed.D., UNIVERSITY OF MASSACHUSETTS AMHERST
Directed by: Professor Doris Shallcross

This qualitative inquiry focuses upon the challenge facing art museum educators
as they attempt to dismantle the European canon in response to the dictates set forth by
the American Association of Museums in Excellence and Equity: Education and the
Public Dimension of Museums. Interviews with twelve New England museum educators
constitute the basis for the study which concentrates on the educators' own feelings about
and responses to cultural pluralism within their institutions. The process of ethnographic
analysis is interpretive and integrates a variety of perspectives. Themes emerging from
the interviews are categorized and discussed in relation to the barriers to practice of
multiculturalism in art museum settings.
While museums, to varying degrees, labor to remove physical and environmental
barriers to access, findings indicate that educators practice four kinds of multiculturalism:
dogmatic, agnostic, exegetical, or dialectical as they struggle with emotional, cultural,
and perceptual barriers directly related to their own past experience. Their degree of
success in achieving cultural pluralism is linked to how well they have developed patterns
of creative thinking and problem solving: tolerance for ambiguity, convergent-divergent
thought processes, and metaphoric tools. Coupled with active participation in other
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CHAPTER 1

INTRODUCTION AND STATEMENT OF THE PROBLEM

Introduction
On May 18,1991, the American Association of Museums issued its first major
report on education in museums. Called Excellence and Equity: Education and the
Public Dimensions of Museums, it is a document which links two concepts—high
standards and equal access—and pledges to foster excellence while embracing diversity.
The report was adopted as a policy statement, committing the museum's governance to
ensuring that resources support the museum's mission, respond to the pluralism of
society, and respect the diversity of the natural and cultural commonwealth (American
Association of Museums, 1991). Included is the museum's interpretive mission.
Implementation of this mission depends on many factors, including reevaluation of
exhibit design, language, staff, audiences, as well as new definitions for art itself. People
of color currently receive impressions from museums which work against their
involvement and empowerment as they search for objects representing their contributions
to American society. "Systematic bias toward European culture and its derivatives,"
according to the report of the 1989 New York Department of Education Task Force on
Minorities entitled Equity and Excellence, "has a terribly damaging effect on the psyches
of young people of African, Asian, Latino, and Native American descent." These young
people have not been given the opportunity to see the arts produced by their own cultures,
so they find nothing in the museum environment to help them build self-esteem
(Hernandez, 1989). Museums face the challenge of presenting exhibition materials as
well as interpretive programs.
The nature of society and the most effective education system for it are concerns
that have existed since Plato wrote his Republic. We now worry over the pluralistic
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composition of America as waves of new immigrants from Asian and Latin American
countries cause changes in the demographic, social, and cultural patterns of the United
States. Scholars, politicians, and ordinary citizens engage in debates concerning the
nature of American society and how best to meet the needs of those from different social,
economic, and cultural backgrounds. A major part of this debate focuses on education as
the key social enterprise responsible for producing future citizens equipped with some
common values, knowledge, and skills to further the welfare and aims of the nation.
Ideally, as individuals, these citizens should be provided with whatever is necessary for
them to live personally satisfying lives, so long as they do not threaten others nor the
welfare of the state. Education to achieve these goals is fairly simple and straightforward
so long as the students come from backgrounds which are broadly similar in culture and
socio-economic composition. However, when backgrounds are multi-ethnic, American
society has traditionally responded by forcing assimilation into the dominant society
whose cultural norms are White, Christian, male, and of European ancestry, denying
perceptions and attitudes of those whose gender, class, religion, politics, values, and
beliefs lie outside the dominant model. Race and ethnicity are not considered to be
important factors of identity.
By the year 2000, five billion of the six billion people on earth will be people of
color (Banks, 1991). In the United States, current demographic trends and immigration
patterns show that the Latino population is expected to more than double, from 14.5
million in the mid-1980s to 37 million in 2030, almost equal to the Black population
(United States House of Representatives, 1985). In California, the most populous state in
the country, by approximately 1997, Euro-Americans will cease to be the majority group
(Hayes-Bautista, 1992). Recently, American educational institutions have chosen to
adopt a multicultural ideology, the aim of which is "to transform the challenges of ethnic,
cultural, and racial diversity into societal opportunities" (Banks, 1991, p. 5). This,
however, does not indicate that there is broad agreement on what multiculturalism means
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in theory and practice. Immense confusion exists about what multiculturalism and
multicultural education mean. Many educators have merely begun to promote
multiculturalism in superficial ways, celebrating ethnicity with "dress-up days" that
highlight ethnic foods, crafts, and holidays, while failing to understand the true meaning
of cultural differences among people of different ethnic origins.
Debates rage in the press over what constitutes politically correct language.
Fearful of offending someone, teachers go to ridiculous extremes to describe people and
events. Instead of referring to the Far East we now refer to East Asia because East is
"far," but from whom? Columbus did not discover America. Thanksgiving Day is no
longer celebrated in elementary school classrooms because it was not a period of thanks
for Native Americans. Houghton Mifflin Company's new series of history textbooks,
which were adopted after the 1987 educational reforms were enacted in California, go out
of their way to give all cultures equal importance, while universities argue over which
non-Westem courses should be included in "limited grazing in Third World pastures"
(D'Souza, 1991, p. 19). Limited understanding and distortion of non-Westem cultures is
the result. It is now possible to graduate from Harvard without reading Shakespeare, as
that university along with others, moves away from concentration on content and toward
what it refers to as an emphasis on the intellectual process in which students learn to
think critically and analytically about literary works which address issues raised by voices
outside the Western canon (Celis, 1993). Arguments, confusion, and competition
amongst and between ethnic groups, manipulation of the label "multicultural" by those
seeking federal and state grants, and fear of loss of power by those with conservative
theories and models of society all work against students of color seeking to enhance their
opportunities. It appears that only "safe, bland, and politically neutral solutions to the
pluralistic dilemma will be employed" (Bullivant, 1981, p. ix).
Museums, as educational institutions, are caught up in the dilemma. The
strategies they use to represent non-Westem cultures and their works of art are currently
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under fire as demeaning, exoticizing, or using these cultures as a "footnote to the
development of art in the West" (Karp, 1991, p. 13). Museum educators who must
interpret collections for diverse audiences are forced to reexamine their own philosophies
and the ways in which they seek to communicate the multiple dimensions of human
cultures across time and space. They are mired in confusion about what multiculturalism
and multicultural education mean for themselves and for their museums, and they wonder
what will be the best route to take on a journey towards a just society. In New England,
where most museums have a strong history of promoting the traditional dominant culture,
the challenge is particularly difficult.
Excellence and Equity, recognizing that there are difficulties and barriers to
achieving public service goals, has recommended a plan which includes the following:

1. Assert that museums place education — in the broadest sense of
the word — at the center of fhe public service role. Assure that the
commitment to serve the public is clearly stated in every museum's
mission and central to every museum's activities.
2. Reflect the diversity of our society by establishing and
maintaining the broadest possible public dimension for the museum.
3. Understand, develop, expand, and use the learning opportunities
that museums offer their audiences.
4. Enrich our knowledge, understanding, and appreciation of our
collections and of the variety of cultures and ideas they represent and
evoke.
5. Assure that the interpretive process manifests a variety in
cultural and intellectual perspectives and reflects an appreciation for the
diversity of museums' publics.
6. Engage in active, ongoing collaborative efforts with a wide
spectrum of organizations and individuals who can contribute to the
expansion of the museum's public dimension.
7. Assess the decision making processes in museums and develop
new models that enable an expanded public dimension and a renewed
commitment to excellence.
8. Achieve diversity among trustees, staff, and volunteers to assure
a breadth of perspective throughout the museum.
9. Ih'ovide professional development and training for new and
established professionals, trustees, and volunteers that meets the needs of
the museum profession so that museums may carry out their responsibility
to their diverse public.
10. Commit leadership and financial resources — in individual museums,
professional organizations, trustees, and training organizations and universities
— to strengthen the public dimension of museums (Museums, 1992, p. 7).
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The message of Excellence and Equity is meant to effect a change in the public
service role of museums and to encourage access for everyone. Because the burden of
responsibility has not been met within the classroom, museums, in their educational role,
face a difficult challenge in meeting these goals.

Statement of the Problem
American art museums are firmly rooted in the traditions and values of Western
civilization, in which cultures are seen to advance in a vertical direction from the
primitive to the complex, with technology as the pinnacle of progress. This exclusive
view of history creates barriers to the development of social and educational goals which
address the needs of an increasingly diverse American public. Although museum
administrators, driven by benevolent as well as pragmatic goals and attitudes, have
embraced the idea of multiculturalism, the task of dismantling the Eurocentric canon is a
daunting one. Art museum educators charged with carrying out the museum's
interpretive mission face the challenge of shifting from a vertical to a horizontal paradigm
in which people increasingly view themselves as part of an interdependent, pluralistic
cultural system. Each educator responds to the challenge according to his/her own
unique cultural experiences, including those of the institution in which he/she works.
Museums can provide what schools very often lack: creative, analogic, and
exploratory processes. Because exhibition galleries are not classrooms in which
cumulative learning is enforced through authoritarian leadership in rigidly defined units,
museum visitors have free choice over what they will look at and what they will take
away from the experience. Learning is not accidental, but follows upon meaningful
encounters with original objects which invite the learner to question, contemplate, and
grow. A museum lives up to its learners' expectations when it connects information to
visitors' questions and provides contexts in which visitors can understand and locate new
information. The arts can give pleasure and entertain; they can also provide healing.

5

criticism, and empowerment, or they can alienate and isolate. The museum can provide a
place for reflection as well as a way to become involved. It can show the visitor an array
of original objects from many different cultures, not only from the past, but also from the
present, in an environment which can serve as an extension of the school for developing
cross-cultural exchange. But art museum audiences, exhibitions, programs, educational
policies, staff, and boards remain astonishingly homogeneous because art museum
trustees, members and staff cling to the traditions of the dominant class. It is imperative
that our museums and other educational institutions create learning environments
appropriate for all visitors, where they may share equally in the rich cultural diversity that
makes up this nation.
The art museum, with its objects from various cultures, is an ideal laboratory for
examining values, attitudes, and social relationships. Only by looking at art from
different perspectives can we understand the complex dimensions of a culture and society
as evidenced in its artistic production. New ways to view and interpret art can be
achieved through use of creative teaching strategies directed toward the development of
an effective multicultural curriculum, one which allows all visitors to view events,
concepts, and issues from diverse cultural viewpoints, allowing each viewer to make
selective decisions about issues related to ethnicity. However, art in this country has
been almost exclusively selected and exhibited according to a Eurocentric canon, a canon
which has not been brought to the attention of the visitor, defined, or discussed. Objects
are presented from a European-centered, male-dominated perspective, marginalizing the
contributions of people of color. Third World nations, and women, who are prevented
access to the art museum. Despite commitment by the American Association of
Museums, deeply entrenched barriers to the development of a pluralistic perspective
continue. These barriers, based on those described in Adams (1992), include: cultural,
environmental, perceptual, intellectual, and social blocks to access.
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Cultural Tradition
The original standards set for acquisition and display in American art museums
reflect the attitudes and cultural superiority of those privileged Americans whose own
vast array of objects were displayed from an ethnocentric standpoint which contributed to
racial hierarchies by placing the art of non-Westem people outside the central core
(Harris, 1990). This legacy of power, domination, and wealth is still evident in the halls
of American art museums. In the past, these objects spoke "louder than words" to assist
in the assimilation of immigrants into the dominant culture. Once the idea of the melting
pot is challenged, the same objects continue to speak of exclusion, specific tastes, and
attitudes of ethnic superiority. The challenge of preaching cultural equality involves a
reexamination of the canon and a reordering of the traditional ways in which art is
displayed and interpreted.
Tremendous growth in personal wealth during the nineteenth century, along with
an increasing acquisition of knowledge in anthropology and natural sciences were both
incentives for the building of museums. The display of art and antiques reflecting the
Western urban taste of collectors was presented for the admiration of the public, who
were expected to respond to these objects culled firom exotic cultures dominated by
American power and wealth. Museums continue to seek out and cultivate wealthy
collectors, who are then appointed to their boards. The predominantly White, middle
class members, staffs, and volunteers continue to perpetuate the exclusion of the very
constituencies which now surround most museums in the inner city. "Museums are a
product of a set of beliefs that are particular to modem, urban Western culture" (Rice,
1987, p.l6). Educators, reflecting the taste of collectors, when lecturing to the general
public, frequently display the attitude that the mere apprehension of a work of art is
sufficient to knowing its meaning and worth. This threatens visitors who have not
devoted their lives to the study of art and who are unaware of the theoretical framework
surrounding its production in the Western world, particularly in the field of modem art.
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Environmental Barriers
People of color who do venture into the museum are made to feel uncomfortable
by the all White staff (with the exception of guards) and docents, lack of bilingual labels,
exhibition policies, prohibitive entrance fees, and the imposing architecture of the
museum building — all of which function to distance and discourage visits by diverse
populations. Many working class Anglo-Americans are also intimidated by elitist
postures of museums. The spiraling costs of doing business also cause major barriers as
museums cut back regular exhibition and interpretive programs, charge higher admission
fees, and leave few resources available for the development of multicultural programs.

Perceptual Barriers
Language is one of the most powerful ways our minds have of shaping
perceptions. Social existence is predicated on names. What we call ourselves in public
and private can operate to develop racial pride or denigrate through stereotyping and
racist language. "Naming operates culturally through both word and image" (Lippard,
1990,
p. 19). Those outside the mainstream have been labeled as "minorities, ethnic, marginal,
alternative, or Third World," words which promote cultural underestimation. Thus, the
choice of a terminology which accurately describes the multicultural population and its
art becomes a highly charged task for the museum staff and its volunteers.
We often form mistaken images and concepts in our minds because we have
formed our images from too few examples. Stereotyping, which is closely akin to racism,
prevents museum educators from acquiring the necessary information and skills needed
to deal with the changing character of the American population. A real danger arises
when a well meaning staff bases its assumptions upon cursory studies of the nationalities
depicted in an exhibit, for example: "all Mexicans are religious," or "all Asian women are
passive."
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Because museums are institutions which have traditionally catered to those who
have had social, political, and economic advantage, it has been relatively easy to
stereotype visitors by educational background and social class. The traditional gallery
talk or lecture tour has turned off many a potential art lover who has been made to feel he
or she is not educated enough to understand what is on view. But such cultural
classifications are damaging and virulent because they hit victims in particularly
vulnerable and private places: their preferences, tastes, modes of expression, and selfimage. "When cultural racism succeeds in making its victims suppress, denigrate, or
reject these means of cultural self-affirmation (the solace people find in entertainment,
self-expression, intimacy, mutual support, and cultural solidarity), it makes its victims
hate themselves" (Piper, 1987, p.43).
In the reclassification of ethnic material as art, museums frequently remove the
object from its context, to be displayed for its formal aspects alone. Cultural and
historical differences are eliminated as form becomes content and the object is
assimilated into the dominant Western aesthetic. By resorting to such categories as
"African sculpture" or "Indian baskets," cultural, ethnic, and national differences become
blurred and homogenized to give priority to themes and processes. Broadly sketched
ethnic types predominate and very real differences in histories and experiences are
dismissed.
In this country there is no specific Latino, Black, women’s, nor Native American
art. What binds these artists together is their "otherness." Each artist is aesthetically,
socially, and politically specific. Individual living artists seek to create and express their
identities in an art world in which the New York art scene and the museum represent the
canon. Very few artists of color are able to penetrate the cultural hegemony for which the
criteria are innovation and quality. Mainstream art is made for a small elite group of
those educated to see it. Those artists who do make it into the mainstream are the ones
who remain culturally conservative. Their art results in a kind of "Esperantic Disney
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World, a tutti frutti cocktail of cultures, languages and art forms in which everything
becomes everything else" (Pena, 1989, p. 26).
Museums exhibit their collections based to a great extent upon what they think the
world is like. A Eurocentric world view has effectively prevented American art museums
from perceiving the needs of those outside the mainstream. Contemporary art from nonEuropean sources is considered by the mling art elite to be marginal at best. Museums
base their exhibitions on professionalism. The work of people of color is excluded
merely by citing the issue of "quality," which their work is said to lack. Called "Border
Art" (Pena, 1989, p. 21), because it is derived from the collision of two cultures, such
work is produced on the edge of the hegemony and is a tool used by individuals to
recapture their historical selves. The result is visual autobiographies which seek to reach
into collective memory for some framework upon which to construct the future. Such art
functions upon a spiritual rather than a commodity level, and the viewer must understand
the context in which it is produced. It is usually relegated to community art centers and
alternative spaces because it cannot get by professional mainstream judgments of what is
perceived to be art. Such art is politically charged and is therefore dismissed for being
derivative. Western artists have long used the same sources in African and preColumbian art, but without analyzing the cultures that produced them, or the significance
and power of their symbols. Border artists are condemned by the New York art
hegemony for looking to their own roots for personal history and meaning.

Intellectual and Expressive Barriers
Art museums practice a form of naming in the ways in which they exhibit art
Each object is selected and shown according to the historical and political principles
espoused by the curator and the institution to reflect the views of collectors and tmstees.
The arts of Native Americans and of people of African and Asian descent, which have
until recently been displayed in natural history museums, are represented as romantic,
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exotic, or ''other." The impression given is that the products of these cultures are
simplistic, crude, and primitive, or at an early stage of development. No attempt is made
to appeal to the audience's sense of familiar or shared experience.

Emotional Blocks
The greatest barrier to change is the fear of loss of power. To begin to develop a
multicultural perspective means to begin a slow and sometimes painful process. It means
acknowledging that perhaps our image of reality might be expanded to include a broader
constituency. The fact that different people have different points of view can create
problems or can be turned into an advantage. If people fail to recognize that others see
things differently, they can end up in conflict. Or they can risk developing a multicultural
perspective. Museum educators face a monumental task in their efforts to broaden their
perspectives and make the riches of the art world accessible to all.

Purpose of Study
Educational inquiry will be more complete and informative as we increase the
range of ways we use to describe, interpret, and evaluate the educational world (Eisner,
1991). Museum educators are the staff who are most directly involved with museum
audiences. They are responsible for designing programs through which to reach diverse
populations. Based on their experiences with museum visitors, they realize the
challenges of overcoming the barriers to multicultural education in their institutions.
How do they deal with issues of gender, class, and race? Is it possible for established
museums to overcome barriers to the development of a multicultural perspective? What
new knowledge do museum educators need to do their jobs? What kinds of decisions are
being made which affect their work, and how are such decisions made? Is there a model
for best practice?
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Qualitative studies build "abstractions, concepts, and hypotheses rather than test
existing theories" (Merriam, 199, p. 20). The purpose of this study is to conduct a
qualitative inquiry into the experiences of a small number of museum educators as they
interact with other members of the museum community and the public in their efforts to
deliver multicultural education in the museum setting. It is my goal to discover how
museum educators cope in a changing museum environment. How do they conceptualize
and articulate their roles as they move toward pluralistic goals? Qualitative research does
not proceed from a strong theoretical base, nor is it overly concerned with theory testing,
but the special language and distinct patterns of thought and action brought out by indepth interviews should help us to understand what goes on in actual practice. At the end
of this study, data should emerge from the collection of individual perspectives which
will lead to hypotheses subject to further evaluation and testing.

Significance of the Study
"Qualitative studies provide images of feeling" (Eisner, 1991, p. 27). By going
directly to those educators involved in the delivery of multicultural museum education,
this study should develop a fuller and deeper understanding of the attitudes and behaviors
of educators from an insider's perspective and should be a help to others who face similar
challenges in their own institutions. Although some qualitative studies have been carried
out in museum settings, they are usually concerned with the analysis of visitor
experience. This study will seek to illuminate and interpret the complexities and nuances
of museum practices as they are understood by the educators themselves.
Interviews have particular strengths. They allow the interviewer to get large
amounts and varieties of information quickly. They also allow for immediate follow-up
questions, if necessary for clarification (Marshall, 1989). Concrete examples of art
museum educator's values and feelings about their work should begin to provide patterns
for further study. "Discovery and documentation of confusion, of the hidden curriculum"
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within an institution and its programs, also contribute to theory development (St. John,
1992, p. 193).
Museum trustees, staff, and members are concerned about the future of their
institutions. Building of support constituencies helps to insure the future preservation and
care of collections. What museum educators have identified as strategies for helping to
build positive self-identities amongst visitors, what techniques they rely upon for building
support constituencies, how they develop these strategies, how they evaluate them, and
how they react to and feel about these procedures should contribute to the understanding
necessary to improve future museum programs. It is important to document and share
those issues which contribute to positive change (Jensen and Munley, 1992).
The arts are basic to education and have great value in and of themselves for the
knowledge, skills, and values they impart (Marcouse, 1988). It is important to
understand the uncertain, conflicted, and unique situations facing art museum educators
as they help shape visitor experience. I hope to analyze these patterns as they relate to
theories from sociological and creativity research. The methodology provides an
insightful way to conceptualize and articulate the roles of museum educators as their
museums move toward pluralistic goals.

Limitations of the Study

The widely divergent size, focus of collections, constituencies, and resources
amongst art museums influence their mandates to become multicultural institutions.
However, the perspectives of the individuals within those institutions reflect experiences
with pluralism, whether they be limited or extensive. By focusing on art museums in
New England, this study deals with issues facing this region of the country, a region
whose cultural institutions continue to reflect Yankee traditions.
Perspectives and feelings are also influenced by interactions with various
constituencies. Interviewees may not always be willing to share all the information
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needed by the interviewer, information which delves into tacit beliefs and deeply held
values. In fact, the participant may not always be completely truthful. The interviewer
needs to be alert to such responses. Additional information about the museum education
programs in the institution may provide additional clues. Observation of programs in
action, examination of written materials, when available, should add to reliability of
information. Data can also be open to misinterpretation due to cultural differences
between interviewer and participant. My own background is in museum education and I
share other similar educational experiences to those interviewed. I also spent the fu-st
twenty-one years of my life in active participation in a culture outside my own, so I doubt
that any significant cultural differences between interviewer and participants will present
any major problems. Finally, data are often subject to observer effects, such as visible
reaction by the interviewer to a statement made by a participant. Results of the study rely
heavily upon the ability of the researcher to control bias and to be honest, systematic, and
resourceful.

Delimitations of the Study
The patterns which emerge from the interviews are not intended to provide a
framework for a prescribed curriculum for the practice of museum education. They
reflect only the beliefs and values of those interviewed and represent an attempt to
describe and explain the world of museum education as those specific individuals in that
world interpret it. However, I believe the responses of these educators do reflect patterns
common to all art museums.

Research Method
Qualitative inquiry is defined as "educational connoisseurship," the means
through which we come to know the complexities, nuances, and subtleties of the world in
which we have a special interest (Eisner, 1991, p. 68). The information sought in this
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study is concerned with the art museum educator's perspectives and feelings about the
processes and concepts involved in multicultural museum education. The research design
is constructed around a series of in-depth, cross-site interviews with museum educators in
twelve New England art museums. All interviewees are assured of complete privacy and
are tape-recorded in order to allow the interviewer to concentrate upon what the
participant is saying, allowing for accuracy and a full record of information. The
researcher begins the interview process with a few general topics which help to uncover
the participant's meaning perspective, but otherwise respects how the participant frames
and structures his or her responses. The participant's perspectives and feelings unfold as
he/she sees them, not as the researcher views them. Questions are open-ended and center
around:
1) The background and training received by the museum educator prior to
entering the field, including reconstruction of experiences in school, neighborhood, and
earlier work which could influence perspectives on multiculturalism.
2) A description of the museum educator's responsibilities in the delivery of
multicultural education, his/her interaction with curators, trustees, director, and
volunteers during the planning process. How are barriers overcome? What multicultural
programs have been developed? What process is used in their development? Do they
involve the use of community advisors? Are they successful?
3) How do museum educators feel about their multicultural experiences? What
personal qualities do educators see as important to carrying out their mission? Do they
feel true multicultural education is possible in museums? What is their perspective?
What does the move towards pluralism mean to them?

How the Study Unfolds

In an effort to learn how educators are carrying out the challenges presented to
them by the American Association of Museums and how they feel about these challenges.
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the profiles of the interviewees are presented in their own words. As a background for
discussion of these profiles, the dissertation is organized as follows:

Chapter 1. Introduction. Background, and Problem Statement
This chapter presents the problem facing museum educators. It discusses the
barriers to the implementation of multiculturalism and explains how subjects will be
interviewed using ethnographic methodology to discover how they deal with these
barriers and how they react to them.

Chapter 2. Methodology and Terms
The process of ethnographic analysis is interpretive and inductive and integrates a
variety of perspectives, rather than ignoring them in favor of a single objective view.
Data is collected and interpreted in the context in which it was produced to find meaning
in the accounts of the subjects, while analysis is derived from multiple readings of the
data and listening to the tapes. Emergent themes are identified according to the method
suggested by Eliot Eisner (Eisner, 1991). Themes are then organized by categories and
discussed in relation to the barriers to successful multiculturalism in museums.
A discussion of the terms used in the paper is especially important, as much of the
confusion about multiculturalism is based in language (Lippard, 1990).

Chapter 3. Review of the Literature
The reflexive nature of ethnographic studies dictates that the literature review is
ongoing during data collection, analysis, and interpretation. Literature from the
following disciplines is included as background material for this study:
1. A review of research on the use of ethnographic methodology, particularly as
practiced by Eliot Eisner, who compares the method to art criticism (Eisner, 1991).
2. Examination of studies on cross-cultural communication in the work of
anthropologists. Because anthropology studies culture, it is becoming more and more a
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part of museum education as efforts continue to present and interpret art objects within a
cultural context. Of particular relevance is the work of Ivan Karp (1991, 1992) and
Edward T. Hall (1959, 1977, 1993).
3. A look at the notions, norms, and implications of the practice of diversity in a
variety of educational settings within education as a whole and in the field of art
education in particular. Of particular interest are the works of Hilda Hernandez (1989),
June McFee (1978), Sonia Nieto ( 1992), and Ralph Smith (1980).
4. Reference to creativity theory as a means for changing the way museum
educators view their environments and deal with the new audiences they must satisfy as
they struggle with the changing canon in their efforts to follow the mandates of the
profession. The recent work of Edward De Bono (1992), James Adams (1986), and
Arthur Koestler (1969) are of particular importance.

Chapter 4. Presentation of Findings
Findings will be presented in both quantitative and qualitative fashion. The results
are grouped as themes developed around the barriers educators feel they face and some of
the means they use to overcome them.

Chapter 5. Conclusion and Recommendations
The findings suggest a model of art museum education which highlights the
principles and practices of current art museum education practice in New England. The
model is arrived at through a process of induction, as opposed to the incorporation of
predetermined criteria and hypotheses testing. Ethnography reveals the general through
the particular. However, I believe the model presented here can be tested by replicating
this study elsewhere.
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Chapter 6. Profiles
The interviews, reduced according to Eisner's methodology, are presented in the
subjects' own words so as to give the reader a feeling for the cultural contexts in which
the educators frame their approach to multiculturalism.
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CHAPTER 2

METHODOLOGY AND TERMS
The Case for Ethnographic Research
This study is an in-depth look at art museum education through the eyes of the
education staff as they respond to the mandate of the American Association of Museums
to develop a multicultural focus. Museum educators, who have the primary responsibility
for altering the way in which programs are designed for the public, are themselves
members of several cultures: their ethnic group, social class, marital status, and the
museum's culture. The values and norms they have acquired over time as members of
these various cultures influence the ways in which they view and interpret change in the
museum environment. Interviews, known as ethnographic studies, provide the primary
method of data collection in an examination of how these educators respond to
multiculturalism.
Qualitative methods continue to increase in importance as ways to conduct
research in the social sciences. Ethnographic, or qualitative methodology, is
derived from anthropology and provides a means for understanding complex
social phenomena. It involves exploration of culture in an attempt to understand
it within a context. In this case, the attitudes of museum educators toward
multiculturalism within their own institutions form the important components of
the study. Called "naturalistic inquiry" by Lincoln and Cuba (1985), ethnography
is a technique which allows us to make sense of settings when we examine them
in their natural state, using language that is not tied to formalism. The researcher
attempts to look at situations from the inside rather than the outside, and to
understand the meaning for all participants involved. Because qualitative research
assumes there are multiple realities, the intentional and unintentional aspects of
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the educator's work are revealed in a framework which recognizes the personal,
political and structural relations of the situation.
Research is exploratory, inductive, and emphasizes processes rather than
ends. In this paradigm, there are no predetermined hypotheses, no
treatments, and no restrictions on the end product. One does not
manipulate variables or administer a treatment. What one does do is
observe, intuit, sense what is occurring in a natural setting... (Merriam,
1991, p.l7).
Process rather than outcomes or products is important. What is the meaning?
How do museum educators make sense of their lives and what they experience and how
do they interpret them? Meaning is embedded in experience. Eliot Eisner compares
naturalistic or qualitative inquiry to art criticism in which the critic makes sense of
complicated works of art and enables others to experience their qualities and meanings.
Just as the work of art reflects an ideology and a genre of practice, so too, do the
practitioners of museum education participate in a special history and tradition of practice
which reflect their institutional ideologies. By listening to those who articulate what they
have encountered in their profession and the meaning they have made of their encounters,
"we can begin to see and understand what we did not see and understand before" (Eisner,
1991, p. 3).
Qualitative research makes use of case studies in which the subjects are the
significant factors. Case study research in education is appropriate when the desired
objective is a focus on humanistic outcomes or cultural differences and the development
of better understanding of the dynamics of a program (Merriam, 1991). This study is
aimed at developing a model of desired behavior for museum educators by focusing
upon the cultural differences amongst them. Their unique cultural backgrounds provide
them with the resources to translate their experiences into public form. How they do this
is what is of interest here. Because the ethnographic approach is essentially descriptive
and uses the common language of the profession rather than scientific or educational
jargon, the results should be easier to communicate to non researchers. The method also
differs from on-site observation in that its focus is on the nature or essence of the
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subjects' responses to the settings in which they work, what their lives are like, and what
meanings they make of them.
Lightfoot (1983) uses the metaphor of portraiture to describe qualitative
research, saying that environments and processes should be examined from an outsider's
more distant perspective and also from an insider's immediate, subjective view, with a
"truth" lying in the integration of the two. Just as portraiture allows the artist's personal
inclinations to flourish, while at the same time remaining aware of how the subject or
context helps to shape the portrait, the researcher draws conclusions which derive from
individual contexts.
Qualitative inquiry is field focused and non manipulative. The interviewer tries to
remain invisible and to observe, interview, record, describe, and interpret and appraise
settings as they are. By using the self as the instrument, the researcher engages in the
situation and makes sense of it, perceiving behaviors and interpreting their significance.
As each person and history is different, the ability to see what counts is important.
Individual insights are appreciated and insights from multiple views are more attractive
than a "single right one." Researchers are interested in the meaning the experience holds
for those studied and how past events provide windows for perceptions and cultural
legacy (Eisner, 1991).
Conventional science uses particulars to arrive at general statements by
incorporating sampling procedures and inferential statistics. Data need to be created
which are numerical, thus undermining the unique character of a qualitative study. This
transformation of qualities into their quantitative equivalents derives from post-Galilean
science.
The two alternative methodological paradigms used for evaluation are compared
by Patton, who states:
Evaluation research is dominated by the largely unquestioned, natural
science paradigm of hypothetico-deductive methodology. This dominant
paradigm assumes quantitative measurement, experimental design, and
multivariate, parametric statistical analysis to be the epitome of "good
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science." This basic model for conducting evaluation research comes form
the tradition of experimentation in agriculture, which gave us many of the
basic statistical and experimental techniques most widely used in
evaluation research.
By way of contrast, the alternative to the dominant hypothetico-deductive
paradigm is derived from the tradition of anthropological field studies.
Using the techniques of in-depth, open-ended interviewing and personal
observation , the alternative paradigm relies on qualitative data, holistic
analysis, and detailed description derived from close contact with the
targets of study (Patton, 1982, p.l87).
Qualitative inquiry does not reject the quantitative. In fact it is useful to transform
some qualitative features into generic statements, as will be done in this study. However,
if one relies completely upon this particular method, the flavor of the individual, the
event, or the situation is lost. In qualitative research there is no statistical test of evidence
to determine if the results count; what counts is a matter of judgment. Ethnography is a
rational approach to a social world which accepts its "dynamic and living quality"
(Eisner, 1991, p. 39).

The Study
I am interested in the idiosyncratic meaning art museum educators have
developed about the social world of the museum. My intention is to interpret and explain
the phenomena deriving from this study rather than to predict behavior. However, no
social phenomenon is completely idiosyncratic, so I believe the discoveries made here
can be of use, particularly in reference to the model suggested by the study.
This study uses ethnographic data to gain insight into the nature and function of
museum educators’ response to multiculturalism. It involves both describing the museum
culture and explicating the perspectives of the culture's members and sorting them out in
order better to understand the educator's actions, knowledge, beliefs, attitudes, and values
about themselves and others. Educators are asked to reflect on recent events mandated by
the change in museum policy and to reconstruct events and their responses to them and
how they interpret them. With the understanding that the context in which museum

22

education occurs is a social one, the study's intention is to understand the construction
and patterns of behavior and the meaning educators assign to their roles within the art
museum. It is a descriptive, interpretive, and analytical study which should yield
substantive theory restricted to the particular settings, persons, and problems discussed
(Merriam, 1991).
Observation, although suggested as a companion to the interview (Glaser, 1967),
is not practical because museum educators do not usually deliver the programs
themselves, but rely upon volunteers. Interviews are, in themselves, a form of participant
observation (Woods, 1986). Semi-structured formats fare well in terms of validity of
information gained because there is ample opportunity to probe deeper, ask questions,
and summarize (Guba, 1981). The interview is the best way "to find out what is in or on
some one's mind" (Patton, 1980). Museum educators write exhibition labels, educational
pamphlets, and materials which go out to the schools. As an additional means of
validation, I have collected examples of these. In most cases these documents will
provide a test for congruity for what I was told in the interviews.

Selection of the Sites and the Participants
Sites for the study were selected to reflect the various types of art museums:
college or university, small rural, or large urban institutions in New England. A letter
was sent to art educators who were listed in the 1991 membership files of the New
England Museum Association (See Appendix A, p. 190). From the responses of those
who accepted interviews, twelve individuals were chosen who represented the types of
sites mentioned above. Three college art museums, five urban museums, and four rural
museums were selected in four New England states. Two of the subjects are Black, two
are involved in interracial marriages, one is Jewish, the others are Catholic or Protestant.
There is only one male, which is characteristic of museums which tend to award their
curatorial positions to males, leaving the less prestigious roles of educator to women. All
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participants claimed to have some form of multiculturalism in place in their institutions.
Although more than one interview is suggested for qualitative studies, it was very
difficult to get educators to commit to the hour and a half that they were asked to give.
As is mentioned in the section on barriers to practice, most institutions are understaffed
and financially burdened. The mandate to practice multiculturalism does not mean that
museums can add staff to help in its implementation. Already overburdened, museum
educators must add yet another challenge to their list of duties.
During the holiday period between December 26,1992 and January 10,1993, a
time when school tours are not in effect, I was able to visit and interview the participants.
The interviews followed an exploratory design using a semi-structured guided interview
format in which both the interviewer and the interviewee shared joint responsibility for
structuring the process. In such co-structured interviews, the power is equally shared
between both participants in a symmetrical relationship. Probes such as, "Can you say
more about that?" or "Anything else?" were added to aid subjects in their answers. At
times I relied upon personal familiarity with museum education to draw out the subject or
gain the subject's confidence, although once started, most of the subjects needed no
prompting. They are all used to speaking before groups and proved to be quite
comfortable with the subject matter. All interviews were conducted in the participants'
offices and were tape-recorded. The participants were asked to read and sign a consent
form (See Appendix B, p. 191).

Data Analysis
Field notes were made while interviews were conducted. The data embodied in
the field notes, transcripts, and written materials derived from the interviews were
ordered through a system of classifying and categorizing themes. The object was to
render the material into a form conducive to concept formation and the discovery of
theory (Eisner, 1991). Content analysis allows the researcher to obtain objective and
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quantitative description. Quantitative data are not the focus of this study, but graphs
showing the relationships and variances amongst those interviewed should help in
understanding of the qualitative information. Such use of numbers helps to measure the
relationships among ethnicity, experience, and museum philosophy (Eisner, 1991).
I labeled the interviews and numbered pages and lines. I then transcribed
interviews to remove my voice and to reduce the copy, eliminating irrelevant material or
comments which repeated or strayed from the subject of multicultural museum education.
Most educators are excited about what they do and are anxious to tell about all the
programming they do. Unfortunately, not all of these efforts are multicultural in nature. I
then edited the copy to remove repeated words and pauses that are natural in spoken
communication (Seidman, 1985). There was surprisingly little redundancy, except in the
case of Harriet Northcross (p. 162), whose large repertoire of past experiences continually
intmded upon her description of her present job.

Data Reduction Methods
Data reduction was ongoing, occurring prior to, during, and after the data was
collected. First, the method used to focus the interviews (multicultural education)
provided boundaries for the data collection. This was accomplished through the semistructured interview and the inclusion of certain questions. My own conceptual
framework also served to reduce the data. Despite the fact that my own questions were
meant to be inductive, my own experience in museum education and prior reading about
the subject were instmmental in guiding the exchange. Secondly, the small sample
(twelve participants) further helped to reduce the data, as did the selection of museums in
New England. What follows is a summary of the findings after much listening and
systematic analysis of the data to discover emergent themes. These themes suggest a
model which should help to highlight current practice of multicultural education in
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museums and assist in the formation of suggestions for continued improvement. The
accompanying interviews are included to provide coherence to the data analysis.

Terms
Debates concerning the nature of society and how best to address the needs of
citizens from diverse social, cultural and economic backgrounds have generated much
confusion, particularly as these debates apply to education. Although museums have
adopted multiculturalism as a social goal, what this means to practitioners can vary quite
dramatically. Following are definitions of terms according to the meanings that I believe
most closely reflect their use in this study.

Bicultural is used to define those people who bridge two cultures. They share what is
sometimes call a "Third Culture" experience. Although it can be argued that no one is
bicultural, it can also be argued that all people are multicultural since they belong to a
number of cultural groups. The term "bicultural" is useful for identifying MexicanAmericans, Asian-Americans, and others whose experience links between cultures.

Canon as defined by Webster is a "norm, criterion, model or standard used for evaluating
or criticizing" (1984). The specific identifiable canon used by American museums and
other educational institutions to define, select, and evaluate knowledge and aesthetics is
based on a male, European-centered, White model.

Class refers to a stratum of society which shares basic economic, political, or cultural
characteristics such as taste, family background, specific attitudes and behaviors, and
linguistic characteristics. Class membership may provide access to power and privilege
(Pusch, 1979).
People from different socioeconomic levels who share the same ethnic
groups may be expected to behave in different ways. With those of the
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same social class but of a different ethnic group, one shares behavioral
similarities but not a sense of peoplehood. With Aose of the same ethnic
group but a different social class, one shares the sense of peoplehood but
not behavioral similarities. The only group which meets both of these
criteria are people of the same ethnic and social class (Gordon, 1964, p.
53).
Community involvement means the inclusion of the entire body of people who should
be served by the museum and is necessary for learning new ethnic and cultural
understanding. To function without community involvement is to function
unrealistically. The museum community consists of the audience served by the museum.
The larger the audience served by the museum, the greater the variety of communities
with which to interact (Karp, 1992).

Creativity at a simple level means bringing into being something that was not there
before. "We need creativity to break free from the temporary structures that have been
set up by a particular sequence of experience" (De Bono, 1992, p. 17). In the practice of
multiculturalism, we are seeking ways to break out of our culturally embedded patterns of
behavior to become actively involved in developing new perspectives. Creativity
involves the production of many solutions. Frequently, the term creativity is thought to
be synonymous with art, and it is thought that to be creative, we need to behave like
artists. However, some artists are flexible and creative while others might be caught up
in rigid patterns of thought.

Culture is the sum total of learned behavior patterns, attitudes, and material things in the
life of a people. It includes linguistic expression, aesthetics, communication style, values,
beliefs, patterns of thinking, and behavioral norms (Hall, 1959). Culture and the people
who are a part of it interact so that culture is not static, but constantly changing. The
culture to which one belongs becomes the root of one's identity, helping the individual to
explain the environment in cause or effect terms, frame purposes, and distinguish the
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desirable from the undesirable. The function of culture is not only to make life secure
and meaningful, but also to give one a sense of power and confidence (White, 1964).
To reject or demean a person's culture is to do psychological and moral violence to the
dignity and worth of that individual (Pai, 1978). Individuals may belong to a variety of
cultural groups.
All cultures have fine arts: painting, sculpture, drawing, architecture, music, and
dance which serve any number of readily identifiable functions. As a culture's most
obvious expressive form, the arts mediate and define for members of a human society a
world of common meanings that can help to reflect and promote feelings of group
solidarity and ethnic identity (Levinson, 1980).
What constitutes art within a culture is not a static notion, but one which is
constantly changing. Clifford (1988) has developed a model in which he demonstrates
how objects move from one context to another within the Western system. Things of
historical or cultural value can be promoted to a state of fine art, such as the ethnographic
objects in the Rockefeller wing of the Metropolitan, while everyday objects can move
into a higher zone of "artistic" value as they become rarer and older. Occasionally an
object of technological value, such as an airplane propeller or a chair, enters into the zone
of high art and might be found at the Museum of Modem Art. This model demonstrates
the ambiguities and possibilities for change in what we show in our art museums. While
Western object systems are institutionalized, they are not permanent.

Ethnicity refers to how members of a group perceive themselves and in turn how
they are perceived by others. An ambiguous term, ethnicity is rarely used to describe
White, Anglo-Saxon Protestants. National origin, religion, and race all help to define
ethnicity. When ethnic identification is strong, individuals manifest and maintain ethnic
group values, beliefs, language, culture, and ways of thinking. Many Americans strongly
identify with specific ethnic groups (Hernandez, 1989).
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Multicultural education can best be understood within the context of a changing,
pluralistic, democratic society. It takes into account the interrelatedness of culture and
individuality. Multicultural education, unlike ethnic studies, begins by giving each
individual the opportunity to select characteristics from other culture systems to design
and develop his or her own individuality and identity. It is a process through which
individuals develop ways of behaving within cultural systems unlike their own. Such
education seeks to prepare the person for harmonious existence within a pluralistic
society (Banks, 1991) (Nieto, 1992). Because we are so bound together, our very
survival depends upon knowledge, understanding, and respect for each other.

Multicultural Museum Education is a structured process of growth in intellectual,
emotional and visual skills, designed to foster understanding, acceptance, and
appreciation of works of art from people of many cultures. Ideally it encourages people
to see cultural objects as sources of learning.

Multicultural art museum education is not

merely the passive study of different cultures, but makes an effort to demonstrate the
significance of similarities and differences among cultural groups and between
individuals within those groups (Lippard, 1991).

Naming of various ethnic groups is a socially charged process. The most difficult task in
writing this paper is in choosing the names by which to call diverse peoples. There is
much disagreement within and amongst ethnic groups about terminology, precisely
because of the social and political meaning attached to names (Lippard, 1990). For
example, Caucasian may be the proper terminology for discussing Euro-Americans, but is
seldom used in everyday language. For this reason, I have chosen the informal word
"White." I use the terms Hispanic and Latino interchangeably because there is
disagreement amongst that ethnic group over the preferred term. While I do not care for
the term "minority," particularly because over one half of American school children in the
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year 2020 will be people of color (Richards, 1993), and because of its negative
connotations, I nevertheless use the term to signify those underrepresented in our society.

Race was originally an anthropological term used to classify people according to
assumed innate physical characteristics (Ogbu, 1978). A somewhat suspect concept,
racial identification may be used to separate out a culture group for special privileges.
The view of race as it is held in the United States is not a universal one. In Latin
America, for example, social characteristics such as education, status, and income, rather
than physical attributes are used to establish racial identity.

Quality is that set of characteristics possessed by a work of art which gives it excellence
and helps to make it what it is. To those who have been trained in the Western tradition,
art depends on the notion of form: ideas of balance, beauty, harmony, and coherence give
a work of art its quality. The idea can be traced to ancient Greece. In the twentieth
century, aestheticians such as Clive Bell and Roger Fry linked the notion of quality and
form to universal meaning and ultimate harmony. The most important aspect of a work
of art was not its content, but its plastic qualities (Brenson, 1990). Leaders on the
American art scene embrace quality as standing for what is noble and enduring in the
Western world. What is shown in galleries and museums, in turn, conditions our
perceptions of what is or is not of quality. However, the term has been used arbitrarily, in
some cases to denounce contemporary art, in others to exclude the art of those of nonEuropean descent. For this reason, many see the use of the term "quality" as repressive
(Lippard, 1991). To understand and experience the aesthetic experience of non-Westem
peoples, we need to acknowledge that a) taste is a product of culture, b) it is necessary to
become familiar with the canon and philosophy that give non-Westem creations their
form, and c) we must embrace differences as positive (Chanda, 1991).
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CHAPTER 3

A REVIEW OF THE LITERATURE

Introduction
The first section of this chapter gives a selective overview of art museum
education as it is linked to the history of multiculturalism in general, tracing the
development of the four philosophies of museum education: the aesthetic,
interdisciplinary, historical, and social. A discussion follows on the ways in which art
museum educators practice these philosophies in the exercise of museum education
within their institutions. The second section of the chapter is devoted to a review of the
literature concerning theories of creativity and addresses the use of creative strategies to
develop greater multicultural awareness.

Evolution of Multicultural Education
One of the world’s largest migrations occurred between 1880 and 1920 when over
thirty million people entered the United States, doubling the population. Encouraged by
the industrial revolution, the immigrants settled in urban areas in crowded conditions
which caused severe social problems. Ghettos, increasing crime, the potential for
corruption of youth, and growing discontent amongst the working class poor were cause
for alarm amongst the American-born population, who looked to schools as the major
players in the effort to Americanize immigrants. It was during this period that American
art museums, a product of industrial and commercial expansion, laid down their
philosophical foundations and patterns for museum education.
A growing concern over materialism in American life and a realization that the
United States, despite its industries, still depended on Europe for its decorative arts, led
Americans to model museums in Boston, New York, and Philadelphia after the South
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Kensington Museum in London (now the Victoria and Albert). The South Kensington
had grown out of the Crystal Palace Exhibition of 1851 and had been conceived as a
means of educating the taste of the British people through the design of household goods
and the dissemination of knowledge about art to wide audiences by means of popular
education. American museums, in the effort to assimilate immigrants, emulated the
British model as they strove to become egalitarian, instructive, and entertaining. As the
South Kensington Museum sought to preserve handmade crafts while, at the same time,
maintaining an industrial consciousness, American public schools also adopted industrial
design as the first form of art education taught in this country (Zeller, 1989). The role of
museums in the socialization and acculturation of immigrants is most clearly stated by
Alfred Mayer, a curator at the Brooklyn Institute of Arts and Sciences, who wrote in
1903:

We have overlooked the fact that the vast foreign immigration of
the past few years has brought among us a population accustomed to
museums, and who seek the amusement and instruction which these
institutions afford with much keener appreciation, respect and interest than
is manifested by native bom Americans...We should take full care that the
influence which they exert shall refine the thought and elevate the ideals
of that foreign element which is soon to exert a great and all too little
known influence upon our national destiny. About eighty percent of
emigrants to our country are between fifteen and forty years of age. Their
ideals are already form^, our universities affect them only indirectly, and
our libraries exert an influence upon them through the feeble medium of a
language foreign to their thought. The Museums, the Zoological Gardens,
and the Public Parks may still appeal directly to them; through sight they
may come to know our land and to appreciate and respect its beauty, its
history and its principles (Mayer, 1903, p. 565).
Because art had to prove its worth against a deeply entrenched American
preference for the utilitarian, it is not surprising that the staff of art museums insisted on
emphasizing the practical educational and socializing benefits museums afforded the
public. During the late nineteenth and early twentieth centuries, the Aesthetic Movement
championed art and beauty as ways to promote good taste and civic responsibility while
calming angry workers and assimilating immigrants. "Just as McGuffey's Readers were
intended to instill American middle class values in school children, so too, were art
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museums instruments for instilling ideas, habits, and attitudes valued by the propertied
classes, thereby promoting the cultural hegemony of the dominant class” (Zeller, 1989,
p.20).
In the early years of the twentieth century, the museum movement expanded into
cities across the country, while at the same time violence, conducted by such groups as
the Ku Klux Klan, surged against large groups of new immigrants: Poles, Italians,
Greeks, and Slavs who had entered the country during and after the First World War.
While this period of immigration from Eastern Europe was going on, IQ testing was
started on a massive scale. Claims, based on test results, were made that White Southern
Europeans were genetically inferior in intelligence to those from Northern European
countries, since their IQ scores were 10 to 15 points lower that those of native bom
Americans. These findings became strong arguments for passage of the Native Origins
Quota Act of 1924, severely restricting immigration from Eastern and Southern European
countries.

American education rededicated itself to assimilating immigrants into the

mainstream, imposing a strong Anglo-cultuie curriculum on their children, punishing
them for speaking their mother tongue, and denigrating the cultural traditions of their
families. As a result, millions of White immigrants entered into American culture with
their ethnic heritage almost completely eradicated (Susuki, 1979).
Art museums were no less dedicated to the task of assimilation than were the
schools. As instruments of the leisure classes, museums labored to maintain the
hegemony of privilege over the working classes. As late as 1924, the Metropolitan
Museum saw as one of its services to the schools: "support for their Americanization
effort,” while the Boston Museum of Fine Arts attempted to attract immigrants by
providing free translations and Italian speaking guides for visitors from Boston's north
end (Zeller, 1989, p. 25). Paulo Freire explains that the reason for such cultural and
educational destruction of minorities is that the dominant culture must always conquer
another culture in order to control it for the former’s good, despite the possibility that
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such a system could do better by responding to the needs and heritage of various ethnic
groups (Freire, 1983).
Few people raised their voices to protest demands for complete assimilation. One
was philosopher Horace Kallen, who was among the first to articulate the philosophy of
cultural pluralism. His pleas were ignored and the powerful forces of Americanization
prevailed, with racist practices and monocultural bias continuing, especially in urban
areas where the largest numbers of new immigrants resided. Italians, for example, were
viewed as hard to discipline and irresponsible, good chiefly at manual labor and artistic
skills. Not surprisingly, they dropped out of school in droves (Suzuki, 1979).
African Americans, when compared to other ethnic groups, have been subjected
to the longest and most devastating attack on their self identity. Although American
scholars such as George Washington Williams and W.E.B. DuBois were influential
within the Black community when they challenged the established canon during the
nineteenth century, they were largely ignored by Whites. As recently as twenty years ago,
Jonathan Kozol's experience as a White teacher in a Boston school gives but one example
of how teachers
spoke of the Negro children in their charge as 'animals' and the school
building that houses them as a 'zoo.' And it's well known by now how
commonly the injustice and depredations of the Boston school system
have compelled its Negro pupils to regard themselves with something less
than the dignity and respect of human beings (Kozol, 1967, p.7).
The Supreme Court decision on school desegregation helped to revive the
philosophy of cultural pluralism, as did the Civil Rights Act of 1964, which forbade
discrimination on the basis of race, color, religion, or nationals origins in American
public accommodations and education, in federally assisted programs, and in most areas
of private employment These two events marked the official beginning of the
multicultural movement and the acceptance of racism as an explanation for many of the
problems of victimized ethnic minorites.
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Minority art became somewhat legitimate and found a public outside immediate
ethnic communities. In 1970 the National Endowment for the Arts added a new program
called Expansion Arts, designed to help community art groups who had been
inadequately supported in the past. But established institutions did not fundamentally
change to include new audiences and artists. The monocultural bias toward Angloconformity continued to prevail. However, the Western canon was now open to question.
Battle lines were drawn as mainstream scholars founded two organizations to defend the
dominant culture: the Madison Center and the National Association of Scholars (Banks,
1991). On the opposite side, the rising social consciousness of White ethnic groups with
working-class backgrounds, whose families had been subjected to the assimilation
process, reacted to the condescending attitudes of middle-class WASPs and begin to
demand White ethnic studies as a way to reinstill ethnic pride. The women's movement
began a concerted attack on sexism in society. Issues raised by women concerning
discrimination and low self-expectations were similar to those raised by immigrants and
newly vocal minorities. Together with the changing demographics created by an influx
of people from the Pacific Rim, the Caribbean, and Latin America, a loud voice began to
demand alternative and pluralistic approaches to education.
Since the Commission on Museums for a New Century (1984) made its report,
giving clearer focus and urgency to the educational mission of museums, the issues which
educators face in response to pluralistic demands tend to be interpreted in light of the
philosophy of the institution in which they work. Terry Zeller ( 1992) has identified four
philosophies of education for art museums which operate on a continuum and grow out of
and reflect the beliefs held by trustees and museum staff about the mission of a museum.
They include aesthetic, interdisciplinary, art historical, and social philosophies.
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Aesthetic Philosophy of Museum Education
The first of these, the aesthetic mission, creates the greatest obstacle to the
practice of multiculturalism. The most articulate spokesman for the aesthetic philosophy
continues to be Benjamin Ives Gilman of the Boston Museum of Fine Arts, who
published Museum Ideals of Purpose and Method in 1918, in which he claimed, "a
museum is primarily an institution of culture and only secondarily a seat of learning.”
Contemplation of works of art is the sole purpose of the museum, whose "aesthetic
purpose, the aim of art, is to engage the powers, the didactic purpose, the aim of
education, is to modify them. Where the sphere of education begins, the sphere of art
ends.” However, in an act which is seemingly contradictory, Gilman established the first
docent program in the country, whose purpose, he explained, was to help the visitor to
grasp the intention of the artist in an intelligent way and was not intended "to trace causes
or expound laws” (Gilman, 1923). Placing an object into socio-historical context was
not necessary for enjoyment of a work of art, whose formal and sensuous qualities alone
could bring about appreciation in the viewer. This approach, a descendant of the
aesthetic movement in England and the United States, continues, although somewhat
modified over time, to exert a strong influence upon museum programs. As late as 1975
Sherman Lee stated the Cleveland Museum of Art’s philosophy: "The beginning and end
of the educational work of this museum is in the personal encounter of the individual with
a work of art” (Lee, 1975, p. 8). Lee's adherence to John Gilman's philosophy was
clearly reflected in the programs offered by that museum's education department. School
tours were meant to help the students to "see the similarities and differences, to discover
rhythm, movement, and line, to catch changes in tone and light,” all characteristic of the
aesthetics/art appreciation approach. All sketching classes, story hours, and other
activities were based on direct contact with the work of art. No audio-visual programs or
other approaches interfering with "personal contemplation” were allowed in the galleries.
As Adele Silver, curator of education at the Cleveland Museum, describes it:
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The Museum's permanent galleries and special exhibitions are designed as
quiet areas where the individual visitor can see and respond to the
individual work of art. This personal encounter between the viewer and
the object is the deep and particular satisfaction a Museum offers.
Explanatory gallery labels usually keep their text to a minimum to avoid
intruding between the visitor and the work of art (Silver, 1971).
Works of art do not speak for themselves, however. They speak only to those
who have learned what they say. It is interesting to note that Gilman and Lee, the
strongest proponents of aesthetic education, and who claim that words interfere with the
apprehension of the work of art, then proceed to provide words to help the audience
understand these very works through the means of docent tours, public lectures, and
museum catalogs. It is also contradictory to expect that those who have had little
background in the arts will "rise up" to the level of great art by simply moving into its
presence, while those who have advanced degrees in art history have spent years reading
about it (Eisner, 1988).
Concerts and recitals were introduced into art museums early in their history as a
way to better understand the visual arts. Because all the arts are related, museums felt
that audiences would more fully appreciate what was on the walls if they understood the
other arts as well. In the mid 1930s, Thomas Munro, director of education at the
Cleveland Museum of Art, began sponsoring lectures on the interconnectedness between
music and art and, in 1952, he initiated a film series for visitors. This practice continues,
with the renowned success of the film program at the Museum of Modem Art providing
but one example of how successful such programs can be. An approach based on
aesthetics and quality, as defined by a European -based canon, does not take into account
the cultural patterns of people with differing values (McFee, 1978); however, film,
concerts, and drama are currently in use as a means for providing cultural context for
exhibitions of visual materials from non-Westem cultures.
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Interdisciplinary Philosophy of Museum Education
A second philosophy of museum education, also popular for teaching
multiculturalism, uses the museum collection to teach about subjects other than art. This
approach began with the nineteenth-century practice of displaying plaster casts of the
great works of Western Civilization in the galleries next to original works of art. as tools
for teaching history alongside art. Although the plaster casts, for the most part, now
gather dust in museum storage, educators make use of original museum objects to teach
mythology, music history, and geography, as well as the culture of a people whose
language a student is learning. A glance at the tour titles in almost any museum
education department shows how popular this approach is with school teachers who bring
their classes on school visits. "French Connection" at the Springfield Museum of Fine
Arts relates art to French classes, while "Sea Chantys, Fo'c'sle Songs and Ballads"
accompany tours of the marine paintings at the Boston Museum of Fine Arts. An
interdisciplinary approach was also useful in attempts to acculturate visitors. This
purpose was clearly stated during World War I, when the Metropolitan gave illustrated
lectures in foreign languages to immigrant groups, encouraging them to use the museum
as a means of instilling in themselves a love for American democratic values. Along
with a tour of the objects, the class learned the ideals of American citizenship.

Art Historical Philosophy of Museum Education
A strict art historical philosophy, with emphasis on attribution, iconography,
periods, and national styles, including biographical information on the artist was, and
continues to be, a part of traditional museum education. It frequently overlaps with the
interdisciplinary/humanities approach and is used almost exclusively for adult tours and
lectures. This approach is rarely found in children’s programs, thanks to Victor D'Amico,
head of museum education at the Museum of Modem Art from 1937 to 1952, who
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demonstrated the importance of providing a context for the object under study. He also
stressed the importance of relating the present to the past.

Social Philosophy of Museum Education
The basis for a social philosophy of education is that the museum makes a direct
and practical difference by improving the quality of the visitor's everyday life, rather than
concentrating on the history of art or increasing one's aesthetic sensibilities. Social
philosophy bears an affinity to the aesthetic movement, which sought to impose upper
and middle-class tastes upon the new immigrants, so they could improve their status in
society. It also addresses the need of individuals to define and validate themselves
(Zeller, 1989). Charles Cotton Dana, as early as 1909, had expressed a social philosophy
for his innovative Newark (New Jersey) Museum (Alexander, 1979). He was able to
reach out to a large number of poor and minority groups through special exhibitions on
such diverse topics as the human body, aviation, and German applied arts. But the
museum which, more than any other, reflected the social philosophy of museum
education, was the Toledo Museum of Art (Zeller, 1989). During World War I the
museum developed exhibitions related to the war effort and actively supported that effort
by sponsoring competitions to plant war gardens and introduced patriotic themes into
children's story hours. It reentered the war effort during World War II, again sponsoring
exhibitions encouraging patriotism. The Toledo Museum of Art also practiced outreach,
sending staff members into the community to lecture to factory workers. The Chicago
Art Institute, as part of its social mission, in 1916, also gave lectures to factory
employees. The Better Homes Institute traveled about the Midwest teaching housewives
about painting, home decoration and furnishing. These efforts, although more practical
and populist in nature than the Aesthetics Movement, had a similar purpose.
During the Depression, a strong social philosophy continued to motivate outreach.
Philip Youtz at the Philadelphia Museum of Art called for "public-centered museums"
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rather than those which showed works of art that appealed to the staff and trustees. He
encouraged branch museums, which set the model for such later institutions as the
Anacostia Museum and the Studio Museum of Harlem. Youtz believed that in times of
crisis, museums, by exhibiting and teaching about common historical bonds, "may be
regarded as one of the most effective forms of public insurance against social unrest and
turmoil." He maintained that not only were museums not in touch with the latest
scholarship on the psychology of learning, but also they had "no well thought out theory
of education, no grasp of the relation between museum and school education" and "failed
to see that all museum activities are primarily educational." He also commented upon the
second class status of museum educators and called for museums to arrange their material
in a socially intelligent manner. By focusing too narrowly on issues of connoisseurship
and aesthetics, curators missed the social message of the objects they were presenting for
public view (Youtz, 1933).
In the 1960s and 70s the Civil Rights Movement gave rise to a new social
consciousness. Museums, bolstered by funding from the National Endowments,
attempted to broaden their communities by establishing neighborhood branches and
developing programs for minorities, the economically disadvantaged, the elderly, and the
handicapped. But these efforts could be seen by the participants to be outside mainstream
museum functions and progress was slow. A return to conservatism in American
government and a swing back to a formalist approach to art brought the aesthetic
philosophy into fashion once again.
Museums for a New Century (1984) expressed the same concerns Philip Youtz
had voiced during the 1930s, issuing a call to all museums to integrate education into all
aspects of museum work and to recognize the diversity of the American public by
beginning a long overdue effort to address social injustice. Reinforced by Excellence and
Equity, the mandate for education continues, with a renewed commitment to social
change and a respect for cultural differences.
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The Practice of Multicultural Museum Education
Encouraged to adopt a social philosophy of museum education and to design
programs for diverse audiences, art museum educators, most of them White, upper
middle class women who have received formal art history training in the Western
tradition, respond in a variety of ways. Ralph Smith (1980) describes four distinct
practices of multicultural art museum education. His model is based on an essay on the
art of reading by William Kaufmann (1977), who compares reading a worthwhile text to
visiting a foreign country.

Dogmatic Multiculturalism
The first type of multiculturist, according to Smith, is the dogmatic one, the one
who automatically assumes the superiority of Western culture. All other cultures are
expected to conform to it or be dismissed. Although one would think that this approach
is easy enough to identify and dismiss, it is particularly subtle and can be found in
exhibition design as well as in programs. Museums which idealize and romanticize
indigenous cultures on the one hand, or force them into a Western hegemony on the
other, are guilty of this sort of multiculturalism, by insisting that the key to human
understanding and interaction is through the establishment of a universal or common
identity. The lives and experiences of non-Westem groups are forced into the dominant
culture, while the needs and interests of the others are not met. Dogmatic
multiculturalism is difficult to eradicate because most educators see themselves as free
from prejudice. Yet their "color blind" approach may be nothing more than a veneer of
acceptance covering true feelings of cultural superiority that lie just below the surface.
Issues of quality, as defined in Western terms, support this brand of multiculturalism.
Exhibition design plays into dogmatic multiculturalism when it romanticizes
Third World Culture for having less aggressive attitudes toward nature or a more grouporiented attitude toward life. The silent implication can be made that these groups lack
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the logical, rational attributes of modem man. Such assimilating strategies can provide
subtle embodiments of racial and ethnic stereotypes. The controversial 1984 exhibition
"Primitivism in 20th Century Art" at the Museum of Modem Art is but one example.
Curator William Rubin obliterated cultural and historical differences amongst African,
Native American and Pacific cultures in order to show their formal affinities to Western
Modernism. By doing so, he assimilated the non-Westem cultures into the dominant
European model, whose experience was assumed to be the norm (Karp, 1991).
Mainstream galleries and museums continue to classify the art of minorities as
primitivistic or folkloric even when it reaches the walls of the institution. The recent
display at Smith College Art Museum of the Tamayo mural. Nature and the Artist,
commissioned in 1943 for Hillyer Library, was shown amidst folk objects collected by
Dwight and Elizabeth Morrow. Although Tamayo used folk sources for some of his
imagery, the context in which the mural was displayed tended to exoticize the artist and
ignore his strong affiliation with the international art scene. Tamayo had lived in the
United States since 1929 and, as a teacher at the Dalton School, had influenced such
major American painters as Helen Frankenthaler.

Exegetical Multiculturalism
Cultural exegetical practitioners are those who are highly critical of their own
culture. This kind of multiculturalism is particularly evident in recent emphasis upon
Native American material. Cultural exegeticists discover in the Navajo, for example, all
that Western culture should be, but is not. Since no culture is all good or all bad, such an
approach is unrealistic and highly selective. Unfavorable comparisons between cultures
can be misleading and they defeat the purpose of multicultural education, whose aim is to
look at cultures from a number of perspectives so that we can select for ourselves those
aspects we wish to emulate. Smith cites the example of Rousseau’s "noble savage" as an
example of an exegetical view of another culture (Smith, 1989).
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Amostic Multiculturalism
Agnostic multiculturalism does not attempt to judge another culture, but rather
uses museum objects in a shallow way by looking at them for their tourist value.
Blockbuster exhibitions, such as the recent exhibition of "2000 Years of Art from
Mexico," shown at the Metropolitan Museum of Art in New York in 1991, tend to fall
into this category. Viewers could move rapidly from century to century, from room to
room, admiring objects for their rarity, value, and antiquity, but with little explanation or
understanding of the role these objects played in the evolution of Mexican society. No
one would think to lump into one exhibit 2000 years of European history. Such
presentations are equivalent to the ethnic "dress up days" in the public schools.
The display of objects made from precious materials is another popular way to
attract cultural tourists. "Gold for the Gods" at the Royal Ontario Museum, an exhibition
of pre-Inca and Inca gold from Peru, drew hundreds of visitors to admire ancient wealth,
without a clue as to the cultural context in which the objects were produced
(Tushingham, 1976). Asian art is particularly prone to this type of treatment. Young
Asian Americans find little in a tour of a Japanese or Chinese collection to relate to them
as Americans, yet they are often told that they should understand this work. Smith also
places the practice of an aesthetic philosophy within agnostic multiculturalism, because
to look at an object only for its aesthetic value is to view it in a way which restricts the
object to its surface qualities and tends to miss those aspects of the thing which are more
important to the culture which produced it. Sherman Lee (1975) has said that art has
something to do with skill, intellect, feeling and imagination, and that the various
combinations of these qualities can be recognized by the knowledgeable observers who
are trained to recognize originality in the use of these qualities because of their
knowledge and understanding of the history of art which gives high art its genealogy. He
does not, however, say that works of art are part of the society from which they spring
and cannot be adequately judged outside their own culture or period.
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Museum docents frequently practice agnostic multiculturalism. Lack of broad
understanding of the cultures they are dealing with leads them to point out for admiration
such aspects of an object as age or oddity, without bothering to reflect on the alternative
cultural values they present, or relating these values to the descendants of those cultures
who might be present in the audience.
Art shown in American museums is arranged according to aesthetic theory
developed in the West. This sort of "aesthetic racism," or agnostic multiculturalism, is a
practice recognized by the many artists of color who attempt to get their work into
mainstream galleries and museums. Howardina Pindell, whose heritage is a mixture of
African, Seminole, French, English, German, Jewish, and Christian, in 1988 compiled
statistics about how artists of color are treated in galleries and museums in New York
City (Pindell, 1989). Without naming her sources, she tells how a major critic dismissed
art by people of color by saying that non-White artists had their own institutions that were
set up to "take care of them," while he himself was only interested in quality.
Black, Asian, and Native American artists are, with a few exceptions,
systematically excluded. The mainstream's focus in exhibitions and
publications is therefore on artists of European descent who are referred to
as "American" artists. Artists who are not of Caucasian or European
descent are somehow not considered to be American and are thought of as
"outsiders," yet white artists from Europe or Australia are immediately
brought into the fold (Pindell, 1989, p. 30).

Dialectical Multiculturalism
Dialectical multiculturalists do not assume that ultimate wisdom about diversity
lies in themselves or in any cultural phenomenon. They are willing to investigate and to
learn about cultures other than their own in an open-minded way in order to improve
knowledge of self and the right relation of self to culture (Smith, 1980). The viewer
questions the object and him/herself. In a dialectical relationship, the two terms of the
relationship designate conflicting forces. Feeling conflict, the dialectical multiculturalist
interacts with the other culture until a new point of view transcends the earlier conflict
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(Koestler, 1969) (Crawford, 1983). Thus, the viewer engages with and learns from other
cultural traditions. This is how people of color, who are seeking identity and self
knowledge through their culture’s art forms, engage in an examination of their own dual
relationship with their mother culture and with the culture of American life, which they
question closely. Such examination produces culture shock which must be examined
thoroughly and understood before the individual can move on.
As dialectical multiculturalists, we learn that understanding ourselves and others
is a closely related process. As we learn to question the "text" of our own culture and
begin to compare it to others, we can begin to learn about and understand its alternative
points of view. Questioning ourselves can mean a new way of looking at shared
experience in different contexts. However, consideration of ethnic context alone is not
enough to eliminate racism, sexism, and inequity. Context itself is a product of
interpretation and exerts strong cognitive control over objects because contextual
information is often partial. Some exhibitions, for example, are entirely based on objects
found in graves because these objects tend to be well preserved. Dialectical
multiculturalism incorporates the universal values of equality, freedom, and democracy,
while at the same time harboring the particularistic values associated with pluralism.
Asian-American artist Maxine Hong Kingman says, "I learned to make my mind large as
the universe is large" (Lippard, 1991).
The award winning exhibition "Kids' Bridge" at the Children's Museum in Boston
(1992) is an example of the practice of museum education using the idea of questioning
our own culture and comparing it to others. The result is a lively, exciting experience for
children. Much can be learned from its interactive design, which incorporates a variety of
learning styles that could be used in art museums. Celebration of difference for its own
sake has little educational value. But education which seeks to look at the uniqueness of
another culture in one's own quest for self-knowledge and self-definition, and which does
justice to both, is the purpose of multicultural education. Some of the ways we can use to

45

prepare ourselves to become multicultural humanists are examined in the next section of
this chapter.

The Role of Culture
Introduction
How one learns is as culturally determined as what one leams. Cultures
originating in Europe have institutionalized learning into a linear, sequential process.
Once learned, our behavior patterns sink below the surface of the mind and "like the
admiral of a submerged submarine fleet, control from the depths" (Hall, 1977, p. 42).
Most people feel that those whose behavior is different from theirs are somehow inferior
because they don't conform to the model they have developed. Because our judgment
and beliefs are almost automatic in our expectations of behavior for others, we blame
people who fail to conform to the European-based system rather than blame the social
system that produced our expectations for what might dictate such things as dress for
meetings, protocol for funerals and weddings, behavior in a museum setting, or use of
language for a specific occasion. The resources we use to make these decisions are so
subtle it is difficult for us to explain how we reached a particular conclusion. For the
same reason, we are uncomfortable in new situations if we don't know the rules, because
using our cultural cues with someone from another culture may not work. Fearful of
looking and acting foolish, our tendency is to avoid ambiguous situations.
Even more dangerous is our tendency to think we understand other cultures
because we have traveled as tourists to foreign countries, conducted business with foreign
representatives, or spent time studying a country or its art. Although we might assume
that people from other cultures see, feel, and think as we do, their feelings may not be the
same. Even within our own culture, reactions to a situation are not universal. Studying
art, reading history, philosophy, or religion, watching foreign films, all provide us with
"passive knowledge" about a particular culture. When we are forced to interact at an

46

emotional level, then a "need for active understanding comes into play" (Sikkema, 1987,
p. 3). It is in such situations that simple, well-intentioned comments can spell disaster,
elicit hurt feelings, and produce disenchantment with the culture one may have studied
and admired so enthusiastically from afar. The major difference between active and
passive understanding lies in intellectual and rational comprehension on the one hand and
affective and emotional understanding on the other. Because our feelings of distrust and
misunderstanding are so deeply seated, they tend to keep people apart. We are not aware
that these feelings are learned non consciously and stem from culture-bound values and
attitudes. As museum educators, we must find opportunities to increase our awareness of
ethnocentric feelings, values, and behavior, and make possible the development of new
perceptions and resolutions to cultural differences.
One of the roles of culture is to provide its members with a structure for their
world so they can select those aspects of the environment to which they can pay attention
or which they can ignore. According to Edward Hall (1983), culture seems to function
on three different levels: the conscious level, in which words and symbols play a part;
the screened-off private level that is revealed to only a few and is denied to outsiders; and
the underlying, out of awareness, implicit level of primary culture. Language plays a role
in the first two levels, but is not prominent in the third. It is the second and third levels of
culture that are important to communication beyond the most cursory levels, and yet
these levels are the hardest to access for those on the outside. These private, implicit, out
of awareness patterns of culture govern our ideas of time and space, power and status
relationships, and our learning, all of which are in turn governed by the contexts in which
they are embedded. It is impossible to communicate across cultures without
understanding one another's contexts.
Other things being equal, the higher the degree of similarity of perception
that exists among a number of individuals, the easier communication
among them is likely to be, and the more communication among them is
likely to occur. Conversely, where there is little or no communication
among individuals there tends to be a decrease in similarity of perception.
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which in turn tends to make further communication more difficult
(Singer, 1987).
The easier communication is, the more we tend to communicate. The more we
communicate, the more we share our experience.

High Context/Low Context Cultures
Hall (1967) divides cultures into patterns of context. Members of high context
cultures make use of nonverbal cues such as facial expressions and gestures. They build
relationships slowly and depend on trust, being careful to distinguish between who is
inside and who is outside the circle. How things get done depends upon one's
relationships with people and attention to group process. One's identity is rooted in
ethnic groups: family, culture, work. Social structure and authority are hierarchical,
with the person at the top working for the good of the group. Disagreements are
personalized and must be resolved before work can progress. Conflict must be avoided
because it is disharmonious; communication is an art form. High context groups are
indirect, share communal space, and are less apt to schedule their time in
compartmentalized fragments. Change is slow. Learning for such groups is imbedded in
the situation and occurs by modeling, practicing and demonstrating. How well one learns
is more important than how soon. Because change is slow, high context cultures
maintain traditional art forms. They have not experienced much contact with different
frames of reference until their immigration into the United States.
Those belonging to low context cultures begin and end relationships quickly.
Many can be insiders, but the boundary is not clear. Things get done by following
procedures and working towards goals. Social structure is decentralized with social
responsibility going further down. Blame is passed around. Communication is verbal,
direct, with meaning carried in the words rather than in nonverbal cues. Communication
is a means for exchanging ideas and information. If there is disagreement, low context
groups withdraw from the conflict and get on with the task. Focus is upon rational
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solutions. Space is compartmentalized and privacy is important. Time is scheduled and
can be spent or saved. Change is fast Learning is fragmented and compartmentalized.
Focus is on detail and thinking is deductive, moving from general to specific. Learners
approach tasks as individuals, valuing speed and efficiency.
Although it is simplistic to lump members of American minorities into one group
when they come from such diverse cultural backgrounds, the classification of nonWestem cultures as high context, in contrast to Western Europeans' low context, is a
useful way to highlight cultural differences. Ethnic groups exhibit characteristic
patterns, with Native Americans, Asian Americans, Latinos, and Blacks coming from
high context societies, while Swiss, German, and Scandinavian cultures are at the low
context end. Most Euro-Americans are in the medium to low category, unless their
ethnic origins lie in the Middle East or Mediterranean countries where they rank
somewhat higher on the context scale. The designations high and low do not imply
superiority of one form of context pattern over the other, nor should they be used to
stereotype ethnic groups. Such classifications do not predict behavior for individuals,
who can be influenced by many other factors, such as: economic status, time spent living
within other cultural groups, education, religion, occupation, urban or rural backgrounds.
The context of interpersonal communication contains many components. This arbitrary
classification merely serves as a tool to help us understand one another better.

Active Understanding
Active understanding of another culture requires the development of attitudes of
respect, acceptance, and tolerance. Before we can do this, it is important that we
understand our dependence upon our own culture, its values, and the low context
structural framework it provides us. We are aware of knowing the things we have been
taught, but what we have learned through experience without conscious awareness tends
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to escape our notice. It is from the underlying levels of consciousness that we receive our
signals.

European American children, seeing only themselves, learn that they are
the norm, everyone else is secondary. The same is true of males. And the
children of the wealthy, although generally exposed to a more
comprehensive view of history, nevertheless see that Ae wealthy and the
powerful are the real makers of history, the ones to have left their mark on
civilization (Nieto, 1992, p. 213).

A feeling of rejection is all that is left for those who do not easily transform
themselves into the dominant culture. Some individuals, in turn, then choose to reject the
hegemonic system and behave as if this were their deliberate choice, a choice they
celebrate within the only model for behavior available to them, their own cultural group
(Nieto, 1992, p. 133). Such behavior causes White middle-class docents to despair of
reaching school groups from the inner city. However, rejection can be combined with
creative alternatives for achieving success by making use of those aspects of a culture
whose art objects on exhibition relate to individual visitors. Finding ways to make this
happen will open and expand opportunities for everyone.
The structure of our beliefs is made apparent through art. What we value, what
we tolerate or will not accept, becomes apparent in the exhibition of objects from our
culture. In New England art museums, the cultural traditions of power and wealth have
created major barriers to access by nonmembers of the cultural elite. We have become so
immersed in our own culture that we have little awareness of its effect upon us. Culture
bound, we are prevented from understanding and responding to the needs of others. But
no longer is it possible to live entirely within one cultural framework because the White
middle class is shrinking and the demands of minorities have become more strident.
Those who have grown up in two culture families have a distinct advantage in
getting to feel comfortable with cultures other than their own. Those who have lived in
other countries where they can become actively involved in a new culture also have more
ease in becoming active participants in different cultures. They are able to identify, in
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different degrees, and at different levels of consciousness, with another value system
When differing value systems come into conflict with their own, they have developed the
perceptual skills necessary to accommodate and neutralize the conflict. But most
American art museum educators have not had this advantage, nor do they understand the
new cultures formed by those who have brought their ethnic identities with them to the
United States. How do these educators learn to interact at an emotional level and
continue to develop an active understanding of the new communities we attempt to bring
into our museums? Giving up what we know through our own past training and
experience can be difficult. Opening up to audience voices can cause fears of losing
control. But museums can no longer take their audiences for granted. As the choice and
interpretation of objects come more and more into question, the museum-audience
relationship becomes increasingly complex. In the past curators and educators (to a lesser
degree) planned exhibition structure and programs without any input from the audience.
The material was displayed and approached from an historical aesthetic perspective in a
one-way communication from institution to viewer. Fortunately, there are strategies
which can help us to become creative individuals so that we can communicate between
and amongst cultures when we come together. Creative competencies will help us to
become actively involved in the wider museum community.
"The first step towards understanding another culture is to become aware of our
own cultural habits and values so they will not interfere with learning a new culture"
(Sikkema, 1987, p. 7). The ability to tolerate cultural ambiguity, to be resourceful,
humorous, and to manage our personal biases calls for the exercise of patterns of thinking
which may not have been on high priority lists for educational planning in the past, but
are now critical as we face new challenges to the status quo. They are patterns of
thinking found in indivuduals who are creative problem solvers.
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Creative Competencies for Becoming Multicultural
Certain competencies become increasingly valuable in helping us to learn
affectively about other cultures. If we want to communicate effectively with people from
other cultural backgrounds, it is important to become flexible, empathetic, imaginative,
intuitive, and nonjudgmental as we get to know their values, perceptions, and attitudes, as
well as their cultural language. These are patterns of behavior which call for greater
insight and new perceptions that develop greater sensitivity to cultural differences by
correcting our own biases through self-awareness and evaluation. These patterns increase
creative problem-solving skills, but only when we become actively involved and
dedicated to understanding another culture (Shekeijian, 1991). High context cultures, for
example, which exhibit many of the characteristic patterns necessary for creative
thinking, remain highly traditional. It is only when they come into confrontation with
another culture (frame of reference) and become actively involved in it that traditional
patterns change and new cultural patterns emerge.
The following section of this paper deals with those skills needed to change our
concepts and perceptions so as to enable us to increase right brain skills in order to
become more sensitive toward and inclusive of others, and to develop multicultural
perspectives for ourselves (Sikkema, 1987).

Convergent and Divergent Thinking
High context characteristics, such as those listed above, are often those associated
with cognitive processes that involve the right hemisphere of the brain, while the left
hemisphere deals with the more Western convergent, time bound, scientific, logical,
rational, and verbal aspects of thought. Such a simple right/left brain geography is very
appealing, but it has developed into what DeBono calls "hemispheric racism" (1992, p.
33). It is not the purpose here to suggest that we abandon left brain functions, nor to
imply that non-Westem peoples possess only right brain functions. The left brain plays
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an important role in the processing of information supplied from the right brain, which
later comes together as insight. Nor is the right brain entirely nonlogical. Even dreams
and fantasies can entail rigorous analysis and logic. What development of right brain
skills will do is to help provide us with a more holistic view and understanding of
ourselves, so that we may communicate across cultures and share mutual understanding
and respect.
Forcing ourselves into ambiguous situations is a move towards growth. However,
most people will avoid an ambiguous situation in favor of a structured one, in what
Maslow (1956) describes as our need for safety. We prefer the familiar over the strange.
Related to the forces of safety versus growth are two basic cognitive modes described by
Guilford (1959) in his factor-analytic study of the intellect He calls them convergent
and divergent modes of thinking. Both processes are found in all human beings, but one
mode seems to dominate.
The convergent mode is analytical and logical, with a number of facts leading to
one conclusion. The convergent mode tends to be conservative, retaining the known and
learning the predetermined. The convergent mode, according to Hall (1976), is
characteristic of low context cultures which have been taught to think linearly rather than
comprehensively. Divergent thinking, as analyzed by Guilford, involves the production
of many solutions. Using a fact or stimulus as a starting point, divergent thought can go
in many different directions, exploring the undetermined and constructing what might be.
There is no correct answer in divergent thinking — a number of alternatives are available.
Divergent thinking represents acquisitiveness and innovation—^in other words, creativity
(Guilford, 1959). By acknowledging that our values and attitudes may be compatible
with those of others while they may also conflict, and being willing to consider the values
of others, we open ourselves up to divergent thinking.
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Lateral Thinking
Lateral thinking, like divergent thinking, is very much concerned with
possibilities. One builds layers of what might be and evenmally arrives at a useful
picture. Lateral thinking moves sideways to try to find new concepts and perceptions,
using methods which get one out of traditional modes of thought. This is the basis of the
kind of creativity that involves new ideas and makes us aware of alternative solutions.
De Bono (1969) illustrates the concept using the metaphor of a shallow dish of gelatin
onto which hot ink is poured. The hot ink dissolves the gelatin into channels in the same
way as a river forms channels on the landscape. The mind is similar to the dish of
gelatin. Once the channels are formed, we continue to see according to the patterns that
are created and we become trapped in problems or cultural bias because of the way we
are patterned to look at situations. Lateral thinking is a means for creating new channels
of thought.
The analytical, rational, sequential, convergent thinking which dominates our
education system excludes opportunities for integrating intuitive, divergent ways of
thinking. Members of high context cultures tend to learn in divergent ways, which means
that linear, sequential practices such as gallery talks, in which ideas are specifically
spelled out with explicit facts, are contrary to their intuitive, holistic modes of learning.
Listening in a creative way is also a part of divergent thinking (De Bono, 1992).
Even if one feels inadequate to generate new ways of approaching a problem, listening to
others can help in the development of valuable ideas. The current popularity of the use of
community advisors on museum committees, as a way to provide grounds for
understanding a culture, is one way to access resources, but educators must exercise
caution to develop acceptable notions of such concepts as "race," "evolution," and
"history" (Perin, 1992). The difference between understanding others and really knowing
them is "the difference between reading a travel brochure and making the actual journey"
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(Goldberg, 1983, p. 38). To become actively involved in another's culture we must turn
analytic or symbolic knowledge into intimate knowledge.

Intuition
Because culture influences our lives in ways that go beyond awareness at a
conscious level, sociocultural factors are manifested overtly and covertly through
perceptions, attitudes and communication. For museum educators, teaching styles and
language are the means through which they attempt to reach visitors. But visitors receive
messages beyond what the educator intends to convey. When viewers are involved in
complex situations and must deal with incomplete information, unfamiliar subject matter,
or ambiguous premises, they are dependent upon their intuition to tell them whether or
not they are doing the right thing. By developing their intuitive powers so that they can
sense when visitors are feeling uncomfortable, museum educators can cross cultural
boundaries and become more actively involved in multiculturalism.
"Indirection" is a form of ambiguous message-giving used in exhibition design
which forces the audience to interpret or make sense of an exhibition on their own. The
educator asks questions that he/she hopes will cause the audience to work on the
ambiguities to be found in the exhibition and to derive many meanings from it. But
sometimes the message is unintentional, as in an out of awareness, dogmatic,
multiculturalist approach, and the visitor can receive unintended messages, or miss the
message completely (Perin, 1992). Becoming skilled in divergent thinking means
opening the mind to new ideas and stimuli. It does not mean losing control completely.
To become involved in other cultures means using caution to find new ways to be flexible
and creative while maintaining sensitivity to cultural differences.
Intuition derives from the Latin intueri, which means to "see within." It is
defined as the art or faculty of knowing directly without use of the rational process
(Goldberg, 1983). Intuition is the central process for producing imagination. It has a
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kinship with sight, hearing, touch, smell, emotion, experience, and memories. "It seizes
the essence of something and delivers it to the conscious mind in images, fragments, or
sensory awareness" (Fabian, 1990). At the physical level, similar to "jungle awareness"
(Shallcross, 1989, p. 3), bodily responses such as discomfort and feelings of tension
indicate to the visitor that the environment is a hostile one. Cues in the exhibition and the
museum environment communicate beyond a level of awareness, as do the dress of the
museum staff, guards as the only representatives of minority groups, and esoteric
language. All of these elements combine to broadcast negative signals to those who are
not members of the museum culture. On an emotional level, the cues received from
docents' glances and language, the "vibes" given off by the staff, broadcast signs of
rejection despite the overt desire of the museum to extend a welcome.
Robert Omstein refers to two modes of consciousness: the logical and the
intuitive:
Western man uses only a small fraction of his mental capacities; there are
many different and legitimate ways of thinking: we in the West value one
of these ways above all others—the one we call "logic," a linear system
that has been with us since Socrates... We have been taught to think
linearly rather than comprehensively (Omstein, 1976, p.26).
He continues:
there are "'wo modes of consciousness," the logical and the intuitive. The
logical mode of knowledge operates sequentially arriving at a truth
inferentially, proceeding logically from one element to another. Intuition
operates simultaneously, is concerned with the sets of relations among
elements which receive their meaning from the overall holistic content.
Reason, then, primarily involves an analysis of discrete elements,
inferentially (sequentially) linked; intuition involves simultaneous
perception of the whole. Intuition is a faculty of holistic perception. The
perception of holistic aspects of reality demands a simultaneous mode of
experience (Omstein, 1976, p. 30).
According to Jung (1971) there are four functional psychological types. Two are
rational — thinking and feeling, which organize and decide according to the mles of
logic, and two irrational — intuition and sensing, which are called irrational because
they do not decide but are based on feeling first. Although everyone possesses and uses
all four types, the intuitive person functions primarily on the basis of his/her unconscious
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feelings and perceptions. High context people make greater use of the intuitive function
than do low context cultures (Hall, 1976). In seeking to become more active participants
in the cultures of others we need to work on those functions relating to sensing and
intuition. Understanding our own strengths, weaknesses, tendencies, habits, and
vulnerabilities through honest introspection helps us to acquire sensitivity in relationship
to others. By recognizing intuition as one of the first stages in the creative process, we
become like the musicians who use "inner listening" as part of their process of
inspiration. Intuition is more than knowledge; it is an understanding of universal truths.
Unfortunately, intuition, which is natural in children, in whom it appears at about
the age of four, tends to disappear at about age seven (Shallcross, 1989). Loss of the
ability seems to be a lack of development and stabilization of the ability at a peak stage.
Since teachers and curators traditionally impose their own values concerning the right
interpretation, museum visitors rule out the possibility of alternative ways of knowing.
Reinforced by their own experiences, they soon learn that what they pick up in the
museum has little application to their daily lives. Cultivation of intuition can help to
elevate rational knowledge to a higher level of "both appreciation and conviction through
some ineffable combination of feeling and experience" (Goldberg, 1983).
Arthur Koestler (1949) speculates that intuition frees the mind to discard the
tyranny of discursive thinking habits and allows for creative leaps of understanding.
Intuition is holistic and is greater than the sum of its parts. Ordinarily we experience and
conceive of meaning in a linear sequential fashion, but an intuitive experience contains no
sequential arrangement. It is concentrated in flashes, but it can be recaptured as we build
our intuitive skills. Habits which lead to intuition include confidence, self-sufficiency,
and willingness to explore uncertain situations, to accept criticism willingly, and be
willing to change, to be spontaneous and foresighted (Westcott,1963).
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Metaphoric Thinking
When individuals value tradition, it is very difficult for them to see the need for
change. However, effective problem solving requires more than reason and logic. It
requires the development of the sensing and intuitive functions. Divergent and lateral
thinking can help in the process. So can metaphoric thinking. Derived from familiar
samples of everyday life, metaphors can aid the learner to internalize new knowledge and
bridge right brain to left brain processes by allowing imagery to be verbalized and
creating imagery for facts. "The figurative is connected to the literal, the factual to the
imaginative" (Sanders, 1984, p. 19). Metaphor allows the listener to experience the
overall concept being introduced. It creates an image that expands rather than limits
definition and appeals to the brain's holistic function.
Gordon (1966) suggests that learning is an extension of creative perception which
occurs when one makes metaphors that connect the known and the unknown by bringing
a strange concept into a familiar context. Metaphor can help to lead one's thinking
outside of what is culturally embedded and taken for granted, to create change, in the
same way that the creative function of intuition deals with alternatives, options, and
possibilities. Objects in the museum provide visual metaphors of various cultures which
can be connected to what we know through words and other images.
Metaphor helps to ease culture shock by making connections. Once we realize the
fluidity of perception and the possibilities for multiple perceptions, we can begin to
realize what might be and work toward achieving it. Psychologists tend to agree that the
person who is open minded, tolerant of ambiguity, and flexible will make a better
adjustment to new cultures. Metaphor provides the museum educator with a way to
develop new perceptions so that he/she can experience the satisfaction of achievement
when objects and events that previously appeared to be isolated and unrelated connect
with each other to form a coherent picture of how a culture works (Sikkema, 1987).
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Bisociation
Arthur Koestler, in Act of Creation (1969), says that all creative activities have a
basic pattern in common. Creativity occurs when a person can relate what are normally
independent frames of mind. This theory is particularly applicable to multicultural
learning. Creative synthesis is described as "the interlocking of two previously unrelated
skills or matrices of thought" (Koestler, 1969, p. 121). Koestler called this phenomenon
bisociation. Two ideas are brought together which are not ordinarily combined and result
in a perceptual clash of thoughts or forms in such a way that one gets more out of the
emergent whole than what was put in. Associative thinking is ordinary, routine thinking
according to a given set of rules. Associative thinking is what we use in daily life. It is
governed by our deeply embedded cultmal patterns .
Bisociation, on the other hand, governs the three domains of comic inspiration,
scientific discovery, and artistic originality. Koestler believes that all forms of creativity
fall into one or another of these three domains, which he calls the haha, the aha, and the
ah reactions. All three reactions are closely allied to the production of art and each also
has implications for multicultural education.
The haha reaction stems from the "interaction of two mutually exclusive
associative contexts" which produces a comic effect. In the comic reaction, the two ideas
brought together are not ordinarily combined. A narrator, or an artist, usually starts out
with a logical chain of events. The punch line, verbal or visual, sharply collides with the
story's or image's logical sequence by introducing elements from a totally different frame
of reference or culture. By deliberately choosing discordant images or ideas which result
in incongruities, museum educators can produce a haha reaction which compels the
audience to see the situation in two self-consistent, but habitually incompatible frames of
reference (Koestler, 1969).
Because many artists of color see themselves as representing more than one
heritage, that of their mother country and that of the United States, they rely upon
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bisociation as a way of looking at this shared experience. Their art forms are filled with
iconographic references to both cultures. For example, David Avalos, a California artist,
uses bisociation to recreate miracles such as Hubcap Milagro - Junipero Serra*s Next
Miracle: turning Blood into Thunderbird Wine . 1990 (Debroise, Sussman, &
Teitelbaum, 1991, Plate, p. 56), by using hubcaps, saw blades, and an old Thunderbird
wine bottle to create a sculpture based on Christ's stigmata. Emphasis is on the
paradoxical and malicious, creating a certain tension between shock at the artist's
irreverence and amusement at his wit.
The aha reaction is the moment of truth, the flash of illumination which comes
when meaning suddenly dawns upon the museum viewer who suddenly understands the
work. It is akin to what one experiences in scientific discovery and involves seeing an
analogy where one has never seen one before. It is not routine thinking because routine
thinking is associative and occurs within one frame of reference. Bisociation, whether it
is in science, art, or humor, always involves more than one frame of reference. When
cultural analogies bring understanding as a result of bisociation, then the mission of
museum education for satisfactory comprehension of one another's histories through
objects is satisfied. Culture shock ends and something new is formed in the viewer's
mind.
Finally, the ah reaction represents an overflow of emotions. But it differs from
the haha reaction, which is a self-assertive defensive reaction to tension. The ah reaction
is self-transcending, the kind of emotion one experiences when seeing a beautiful sunset
(Koestier, 1969). It is a feeling of rapport, empathy, or projection. It is the end towards
which multicultural education reaches and it can be found in an affective response to
quality museum education.
The museum experience is more than the learning of concepts. All interactions
with the public convey messages. Each visitor learns in different ways and interprets
information through the lens of previous knowledge, experience, and beliefs. Information
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needs to be presented in different ways, designed with multiple layers and geared to
knowledge levels, ages, and cultural backgrounds of visitors. Large museums using
audience research, have adopted an important mechanism for learning what visitors
derive from exhibitions. Community groups can help museum staff to place objects in
appropriate and comprehensible contexts for visitors who personalize the museum’s
message according to their own understanding (Lavine, 1992). Each of these actions is a
move in the right direction. However, none of them will be meaningful if the museum
staff remains unaware of its own culture-bound perceptions.
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CHAPTER 4

FINDINGS

Introduction
The museums educators interviewed for this study no longer take their audiences
for granted. They are looking at audience experience from intellectual, social, political,
cultural, and aesthetic points of view. Once these educators begin to question their own
former assumptions, they begin to struggle with the complex issues of audiences and thenrelationships to the museum. Because all twelve of the subjects interviewed here are
products of traditional American education with an assimilationist focus, they now must
reorganize their patterns of thinking to meet the challenge of providing for a multicultural
society. With a variety of interpretations on just what this means, each individual adjusts
to the challenge according to his/her own life experience.

A Model of Museum Education Practice
The themes, as revealed in the interviews, show that art museum educators are
making efforts to overcome barriers and to face cultural pluralism by addressing issues of
access for all people. Each endeavors to become a dialectical practitioner, but emotional,
cultural, and perceptual barriers rise from buried cultural depths to impede their progress
if they are not bicultural. I have developed the following model (Figure 1, p. 64), based
on the findings in this study and the four types of art education practice discussed by
Smith (1989), which suggest that two factors must be present in order for an individual to
become a dialectical multiculturalist. They are:
1. Development of right hemispheric modes of thinking. Neither hemisphere of
the brain functions separately from the other, but development of right hemispheric
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activities gives us the ability to understand ourselves. Only after we have accomplished
this can we understand others.
TWO HEMISPHERES OF THE BRAIN

RIGHT HEMISPHERE
subjective
feelings
inductive
divergent
timeless
imaginative
artistic
unconscious
dreaming
heart
intuition
intuitive

LEFT HEMISPHERE
objective
intellect
deductive
convergent
timebound
realistic
scientific
conscious
waking
mind
logic
rational
(Goldberg, 1983, p. 117)

2. Active involvement in another culture. Museum educators must be willing to
engage with and learn fi-om another culture iin order to become adept at the practice of
multiculturalism. It is active involvement in another culture which produces the culture
shock which allows focus upon a particular event and examination of the relationship
between it and one's own culture, allowing a dialogue to begin which questions
assumptions about that other culture and about tone's own. Active pursuit of self¬
understanding necessitates investigation of this culture shock. Later, comparison of the
shock, producing event to others within that same culture begins the process of learning
about and understanding alternative points of view.
As they struggle with environmental, perceptual, intellectual, and emotional
barriers to achieving their goals, art museum educators feel they must rely upon inner
strengths and qualities to help them achieve their personal and institutional goals. Those
right brain strengths they list as important to them show their reliance upon these
competencies.
Carol Alexander says, "I think I'm quite good at understanding where other people
are coming from... I think, you know, that's one of my strengths, a pretty strong
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RIGHT BRAIN COMPETENCIES

Dogmatic
Muticulturalism

Dialectical
Multiculturalism

PASSIVE

ACTIVE

Agnostic
Multiculturalism

Exegetical
Multiculturalism

LEFT BRAIN COMPETENCIES
Figure 1
Model of Museum Education Practice
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perception about other people's needs — intuition'* (p. 91). Sharon Ferraro, when trying
to make a decision about what's right leaves it up to intuition. I don't know how you
learn that, I don't know how you learn. It really is intuition" (p. 128).
Although divergent thinking is not a term used by the participants in the study, all
were aware of the need to be open, to listen to other in order to generate a number of
ideas and to begin to examine another culture. As Katerina Streichen says, "You have to
listen to people, you've got to be fair, and you've got to be open" (p. 175). Olivia uses
the physical metaphor of falling on her face as a need to be tolerant of the ambiguity she
finds in new situations (p. 144), while Harriet Northcross and Katerina Streichen cite
their sense of humor as important assets. They both feel they need to laugh at themselves
despite the seriousness of their work (pp. 164 and 175). Without exception, all the
subjects care deeply about what they are doing. The interviews reveal a number of
different patterns of action taken by museum educators according to their backgrounds
and experience, but all are equally dedicated to the task.
Four of those interviewed may be considered to be bicultural. Ned Donaldson,
though Black, is married to a White woman, Tracy Everson has children who are biracial,
and Katerina Steichen is a bicultural child herself. Miriam Edelstein, who is Jewish, may
be considered to be bicultural. Her nontraditional museum makes it possible for her to be
more experimental in implementing new ideas than those who work in museums with
permanent collections. The other eight subjects, as do the first four, use care,
compassion, flexibility, and humor in their interaction with people of color. They are
concerned with equal access, sharing of power and meaning, and studying cultures within
their their particular contexts. However, they tend to move back and forth between
dogmatic, agnostic, and dialectical multiculturalism as unconscious intellectual,
traditional, and emotional cultural barriers interfere.
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When they are dogmatic in their practice, the educators are nonetheless caring,
feeling, and imaginative; but they tend to cloak differences in a mantle of tolerance.
These art educators have read about other cultures, and through interdisciplinary
approaches attempt to relate them to the dominant culture. They tend to ignore the
various learning styles of visitors and continue to offer linear, sequential lecture tours.
References to "their people" and "my people" reveal how deeply seated are these cultural
barriers. Dogmatic multiculturalists tend to "know what is best" for members of other
cultures, as they force them to adhere to established patterns of practice of museum
education.
Educators also slip into an agnostic mode of practice when they cling to left brain
convergent, logical, and timebound structures in their approach. Their knowledge of
another culture may rely entirely upon the study of its art forms within a Western model.
Influenced by such passive knowledge, they use an aesthetic approach to art and are
reluctant to abandon European notions of quality when approaching art from another
culture.
Fortunately, none of the museum educators in this study practices exegetical
multiculturalism. Cultural exegetists become actively involved in another culture, but in
a left brained way, because they deduct those elements of the culture which appeal to
them and, within a narrowly defined convergent process, make comparisons between
their own culture and the one with which they have become associated in ways
unfavorable to their own. Although they are somewhat subjective in their choice of
positive cultural elements, they are nonetheless intolerant and separatist, rather than
inclusive.
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Demographic Information
Figure 2 (p. 67)) gives demographic information about the subjects. All are from
middle class backgrounds. Most have led privileged lives with private school education
and extensive travel experiences. All have backgrounds in the visual arts, but only five
hold master’s degrees in art history. A strong human services orientation of the group as
a whole suggests that the educators are people-focused, caring individuals. They practice
Katerina Streichen, while in college realized, "I was very much interested in
community activism and the power behind that," (p. 169), while Norma Greenhill, Nancy
Ivors, and Olivia Grieder all have degrees in psychology. Doris Lee, Ned Donaldson,
Katerina Streichen, Betty Thompson, Tracy Everson, Miriam Edelstein, and Harriet
Norhcross have used their art backgrounds to serve community centers. Tracy Everson
says, "Even when I was in high school, I was going to the nursery schools to do volunteer
work with kids with art. Teaching was always something that was very important to me"
(p. 116).
Their goals are highly personal, seeking a better world for their children.
Katerina Streichen (who is Black) remembers her own schooling and her first
experience with class differences, "There were probably six Black students, maybe [at her
private school], and I was the only Black student that wasn't there on scholarship because
my father was a college professor by then. So the racial and class issues were ones that I
was very much aware of at that time, very much aware of the fact that I could do a lot of
things [that the others were not able to do]. It wasn’t that we weren’t friends, but there
were issues about it" (p. 168).
Tracy everson,whose children are biracial, says, "People are afraid, a lot of people
everywhere are afraid of differences. I might be a little too optimistic, but I think there’s
room for everybody" (p.l24).
In addition to being part of cross-cultural families, Ned Donaldson and Katerina
Streichen grew up in another country. Both lived in Europe as children and were actively
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involved in a third culture, learning to speak other languages beside English. When
asked to reflect on cross-cultural experiences, the ten other subjects were limited to
elementary school memories and occasional trips to Europe as adults. The oldest
interviewee, Harriet Northcross, exhibited a strong sense of noblesse oblige in her
discussion of the minorities she had encountered as a child in a small New England town.
She recalled her father's efforts to help poor Blacks during the Depression and also
remembers, "In public school I was a sort of a Yankee in a class of a lot of Italian
children, some of them were very poor. At a very early age, I knew the difference
between Italians from Sicily and the stone cutting Italians from the northern part of Italy"
(p. 162).
Personal experiences of discrimination were not limited to the Black participants.
Women mentioned feeling that they were undervalued because of their gender, pointing
out that museum educators are undervalued within the system, so education department
jobs fall to women, while men more often get the curatorial positions. As an artist,
Miriam Edelstein remembers, "Looking back I think that as a woman I was set up not to
go along too far. My teachers [were] having a discussion in the advanced painting class,
'If you're a woman, don't get married and definitely don't have children, it's a hard world
out there' "(p. 107).
Two members of ethnic groups discriminated against in the early years of this
century, but who are now considered to be part of the Western hegemony are Nancy Ivors
and Sharon Ferraro. Nancy realized when she moved to Boston that old families looked
down on "Irish Catholics" (p. 149). And only recently, Sharon Ferraro learned of class
discrimination within her Italian ethnic group (p. 126).

Evidence from Written Materials
Written materials from the museums show a genuine effort to reach out to
audiences. The more affluent museums make use of four color processes and news
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magazine formats using photography of objects from many cultures. In their outreach
materials they endeavor to use photographs of Asian Americans and Black Americans.
Many of the gallery guides and handouts are printed in Spanish. Some African
exhibitions are accompanied by collector's statements. Family activities are presented
with few words, a cartoon style design, and simple directions on how to use the gallery.
Cultural traditions and perceptual barriers are hard to overcome. Annual reports
and member newsletters continue to show how deeply embedded are the aesthetic biases
of the acculturation movement. One flyer, refering to a collection of American furniture,
describes how important the collection is to "preserving ideals and molding public taste."
Another shows photographs of an opening with all White, wealthy couples in formal
dress. One museum flyer, featuring highlights of the collection, shows only Western art,
although the education department has an extensive community outreach program to
minority audiences. To people from high context cultures who are particularly sensitive
to such slights, the messages they receive from the museum must be double edged. Such
intellectual, emotional, and cultural biases are easy enough for them to spot. What seems
to be the case is that efforts are underway to attract community audiences, but efforts to
provide multiple perspectives apply only to galleries of Native American and African art.
Little has been done with Asian materials and how they have been displayed and
interpreted, and equally little has dealt with Latin American art. Western art, which is the
museum's major focus, has continued to be treated in the traditional manne.

Environmental Barriers to Practice

Introduction
As they endeavor to become dialectical multiculturalists, all the participants list
environmental barriers to their success. Because these barriers lie outside the
unconscious level of culture, environmental barriers are easy to identify. They none the

70

V

s S S s

71

5

Thompson

s

Streichen

Guards

Class

S S

Northcross

S S

Ivors

Curators Directors Trustees

S

Grieder

Docents

X

Gieenhill

Funding

S s S

Ferraro

Everson

s

Edelstein

Donaldson

Alexander

Staff

Gender
Labels

Sched.

S
S
S

S
s s
s S

s

S S s

s s
S

s s s s
s

S s s s s s s

s s

less represent the culture of the museum and their elimination will work toward achieving
pluralism. Figure 3 (p. 71) documents the environmental barriers museum educators
agree upon as the most difficult to overcome in their own institutions.

Funding
As in most nonprofit institutions, money is always a primary consideration. The
cost of admission to the museum is a deterrent to many visitors, so the education staff is
constantly looking for ways to subsidize entrance fees by courting ever shrinking
corporate sources and arts council grants. Most educators, like Carol Alexander, are
realistic and realize they will have to work around the issue.
I think we're coming into a time of tight money for museums and so,
where fifteen, ten years ago, you might have said, you know, I think in
five years we’ll have a video viewing room where people can go in and see
cassettes [in different languages], I don't necessarily see that. What I see
happening more and more are things that aren't big ticket items, but will
involve conceptual changes. We're trying " (p. 99).
Lack of money affects all aspects of the museum's work. Hiring of minority staff
is a concern. Norma Greenhill worries:
It would be wonderful if we could have somebody on the staff who was,
well, the thing is. I'd like an African American and a Hispanic person on
the staff. In the meantime, just to get these people involv^ in helping [as
nonsalaried volunteers] is really an asset (p. 134).
Salalries in the arts tend to be lower than in many other professions, making it difficult to
hire people of color for professional positions. They are not seen in other than entry level
jobs, such as guards. Ned Donaldson (who is Black) explains:
I think if I was a parent and had a choice of my son or daughter studying
something like engineering or the arts, even though there are careers in the
arts, I would want my son or daughter to go into engineering so that they
would have the opportunity to be independent (p. 104).
Museums are making efforts to hire minority staff. Educators are concerned
about the image an all White staff has on visitors. Tracy Everson comments:
We've looked a lot at staffing. We want to make sure that the
communities we're trying to reach are also seeing themselves reflected on
our staff. We have startwi. I've just started, a pilot minority intern position
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that we’re paying, offering someone, a person of color, a sort of minor paid
position. Somediing that's very clear to almost anyone, probably, is that in
museum education, there are not enough people of color coming up and,
consequently, it's very difficult (p. 118).
For Norma Greenhill, more staff would help her office in program revision:
We have certain tours that we give year after year. They sort of go with
the territory. Jane and I would like to spend some time to revise them to
make them relate to all cultures; we talk of doing this. Because we are so
short-staffed, we just run out of time (p. 135).
Tracy, on the other hand, is pleased with her museum's efforts:
We've been working on a capital campaign for an endowment for
community programs. It's been more successful than any of us ever
imagined. We’re much closer to our goal at this point in time than we
expected to be and have found that there is an enormous response,
favorable response to our efforts in community programming (p. 121).

Curators
Curators continue to present problems for educators, but to a lesser degree than in
the past, no doubt due to recent research on audience relationship to exhibitions.
Curators are beginning to realize that exhibition methods and context need to be
reevaluated and that educator's voices are necessary for fruitful planning. Dialogue
between curatorial and educational staff is improving.
As Carol Alexander puts it.
Since the Getty reform [study on the relationship between curators and
educators], I think the barrier between educators and curators has broken
down quite a lot. I think in part, you know, not entirely, but I think that
had an impact. I also think generations are having an impact. We're
genuinely developing a partnership. Often, they'll [the curators] be the
ones to pick up the phone first and say, 'We need to get together and talk
about this show.' I guess that they’re more often about my own age [thirty¬
something]. You know, the older curators, that wasn't the way things were
done, so they are somewhat slower to change (p. 97).
"Then you have these curators who... rave about the work for other artists —
historians," says Ned Donaldson (p. 104).
And for someone in a large museum, Betty Thompson says.
But I do feel, with the number of exhibition curators versus one education
curator voice that I often am outnumbered with my questions of, 'What
will the public like, how will this be accessible to the public?' whereas the
exhibition curators, I think, don't put as much credence to 'Should we go
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after, should we pursue an exhibition of a particular topic because the
public out there might like it?' (p. 182).
In fact input into exhibition planning is still fairly small. Betty says,
I sit in on exhibition reviews. Tve very little input about the work that is
displayed or what gets hung next to what. I do review the exhibitions that
are coming from odier museums, or have been organized by a corporation,
or something like that. I review those just as curators would and write my
comments (p. 182).
Lack of input is more important to those who have master's degrees in art history,
but all are aware that an exhibition is the reason people come to the museum. Norma
Greenhill says.
I'm not a regular member of the exhibition planning staff, but sometimes I
go to the meetings. Jane is a regular attendee at those meetings and she is a
wonderful! administrator. She knows what we want and she goes there
and speaks for what we want. Also, our director is very supportive of the
multicultural kinds of things that we can offer (p. 134).
Some education curators are directly involved in hanging exhibitions. Ned
Donaldson and Sharon Ferraro are both educators and curators. Their frustrations lie in
lack of time to do everything they want. Nancy Ivors, Katerina Streichen, and Doris Lee
occasionally curate exhibitions. As Doris Lee explains, "I've probably done at least sixty
percent of the research on my own time outside of work, in the evenings and that sort of
thing" (p. 158), an indication that her desire to curate an exhibition is not taken very
seriously, but is tolerated nonetheless. It also shows that curating a show is not a role
assigned to museum educators.

Directors
Commitment to community is too often seen as fundamentally opposed to
commitment to collections and scholarship. Directors, who usually rise to their positions
from the curatorial ranks, sometimes present problems for education staff endeavoring to
respond to community. Betty discusses a meeting her director had with some teachers:
The Hispanic teachers started talking about how it would be wonderful if
we had an exhibition here of Pueno Rican art and the director heard it
directly from them. He's heard it from us, but it was wonderful that he
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heard it directly from three committee members, who’re not just teachers,
but they're leaders in the Hispanic community (p. 183).
Puerto Rican art, in particular, has had a hard time gaining an inroad into the museum
world and this sort of response is particularly frustrating to educators who are trying to
involve Puerto Rican communities in the large urban museums.
Doris Lee had received her director's approval for a multicultural exhibition, but
found he was upset by her revisionist focus which knocked over some of his "sacred
cow[s]" (p. 160). She realized that his multicultural attitude did not extend to objects in
the American collection.

Trustees
Directors are the link to boards of trustees to whom they are responsible. Board
members govern financial support for the museum and are responsible for the image the
museum presents to the public. Most education staff, unless invited to do special
presentations, have little contact with the board of a museum. However, they are careful
to note the composition of the board and they carefully monitor changes in its makeup.
Katerina Streichen observes, "We need to diversify the board to address what we want to
do, and it seems to be working, I think. Not without difficulty, again, because it has to do
with sharing of the power, not taking over, but there is room for everybody" (p. 175).
Harriet Northcross states flatly, "The museum can change and it should. I mean,
no place should be frozen in its first attempt, not totally. The board doesn't want to
change the character of [this] museum. It doesn't have the new people [immigrants]
sitting on it" (p. 167). But educators recognize that boards are beginning to change, albeit
slowly, because they have no choice. To insure continuation of the institution, museums
are forced to court wider audiences. Trustees of color help them to achieve this goal by
showing the community that there is a willingness to share in the governance of the
institution. Large urban museums are actively beginning to diversify membership on
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their boards of trustees in answer to the call from the American Association of Museums
which grants accreditation to their museums.

Qsn^
Other than mention women's roles as employees in the museum, educators did not
list gender as an issue of access, other than Ned Donaldson, who spoke about showing
Mapplethorpe's work to educate the public about a special community. He was in favor
of showing such work.

Class
Class continues to be a thorny issue. Although family programs are meant to
address issues of class by inviting families into the museum, they more often than not, are
failing to reach working class audiences. School tours reach children of all classes, but in
other areas social stratification continues to be an obstacle. Working class groups have
developed a strong sense of neighborhood and depend upon their groups. They seek
simple answers to problems because they have had fewer opportunities to see and
understand complex issues. Because they live in close proximity to one another and
usually rent rather than own their property, space is limited and children, parking, and
commercial establishments compete for space. Housing is adequate, but "drab
looking"(McFee, 1980, p. 62-95). Such environments are not those frequented by the
typical museum docent.
Docents who represent the upper educational and social class values of the
museum staff are frequently uneasy when dealing with working class audiences. All
museums have potential audiences within blue collar communities, but reaching them
depends upon a set of strategies not often found in museum settings.
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Lai2£ls
Labels present a problem for museum educators. All visitors read some labels; no
visitor reads all labels. Research show that visitors tend to confirm their own conceptual
framework by reading labels and that they deal with new information in a concrete way
rather than on an abstract level. They look at an object and want to know its use, where it
comes from, what it is, rather than why a work is a landmark in the history of abstract art.
After a few minutes, only those labels which provide the visitor with immediate
information needs will be read. However, to absorb abstract ideas, the experienced
visitor who is "museum literate" can make use of the cues provided by the exhibit
designer, because he/she possesses both content and understanding (Falk, 1992).
Writing copy for gallery brochures and labels is a task usually assigned to the
museum education department. In galleries with special ethnic exhibitions, a new
awareness leads curators and educators to engage specialists to review label copy. As
Carol Alexander notes, "We try to take the voice of the visitor" (p. 92). Special heed is
paid to visitor response and appropriate levels of difficulty within the copy. Urban
museums are taking the lead, responding to information gathered from professional
visitor evaluation studies. These efforts are concentrated in the non-European galleries.
Museum educators would like to be more innovative, but they are limited by the curators'
taste concerning labels and text panels. Bilingual labels and educational guides in the
galleries are increasing. Katerina Streichen mentions four languages, while Betty
Thompson concentrates on Spanish. Harriet Northcross and Norma Greenhill rely on
volunteer translators, but some educators, such as Sharon Ferraro, balk at the idea of
translating labels: "... maybe this isn't correct, but why shouldn't they learn how to read
English?" (p. 129). Bilingual debates are a major issue in multiculturalism. It is not
surprising that museums are caught up in the arguments for and against bilingual labels.
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Docents are the life blood of the museum education department. Without them,
the many school tours and gallery talks that serve the membership and the public would
simply vanish. However, docents can be both an obstacle and an asset to developing a
multicultural environment. Although they are trained by the museum staff, docents are
difficult to monitor. Intuitive images and messages which reach audiences come largely
from the interpretation the docent gives to his/her training. Curators and directors tolerate
the docent program, knowing that docents are loyal members of the museum, frequently
influential in the community, and necessary to keeping attendance figures high when
numbers are necessary for grant proposals. Many docents received their training before
multiculturalism came into vogue. They are frequently unwilling to give up old models,
which they may have helped to design, in favor of new techniques and processes.
Frequently they are upper-middle class women who are retired or have never needed to
hold a job and have little experience with anyone outside their own social milieu.
Betty Thompson says, "We've been working on bringing more diversity into the
docent program. Fm making some progress..." But she says the regular docents were
reluctant to change. "It was difficult for them to accept all the themes. They felt they
didn't have all the independence they used to have" (p. 181).
Physical demands are also a problem because many docents are older women.
Says Doris Lee about an outreach program which involves costumes and role playing by
docents:
I went through [the docent materials] last year and did something that was
very unpopular with the docents. Hardly any of the docents will do the
program. It requires a lot of research and it's a very physically demanding
program. Ninety percent of my docents are retired, (p. 159).
Quality control is a big issue. "People teach the way they're taught. And if we
want our undergraduate docents to be participatory in their style of relating to the pubhc,
we have to teach them that way. And that's not an easy transition to make," says
01ivia."...it's too bad, coming out of art history programs, which many museum educators
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do, they don’t know anything else but lecture style" (p. 146). Docents volunteer because
they like art. Many have no formal background in either art or education. The danger is
ever-present that the docent will both misrepresent what is in the galleries and
communicate a feeling of unwelcome to those who are different by projecting behaviors
and attitudes that are unfamiliar to the visitor. Understanding the customs and language
of people of color has not been a priority.
One solution is to recruit docents from the communities that museums are
attempting to serve. But this is difficult. Betty Thompson sums up the problem
I'd like to see more diversity in the docent program in terms of color. I'm
already pleased that we have some color in the docent program. I'm also
very pleased that we’ve gotten working people into the docent program,
that we’ve gotten beyond the point of just having it for the people who can
afford not to work and come out during the day (p. 188).
Education staff are eagerly accepting suggestions fi'om people of various ethnic
backgrounds who have become docents. Functioning as on-site advisors, they frequently
point out simple measures which can add to the visitor’s positive experience.

Intellectual Barriers
Intellectual bairiers to access are under serious review as museums examine the
canon and begin to make changes in exhibition policy. However, there continue to be
intellectual barriers to access.

Context
In the larger museums, control of context is left up to the curatorial staff.
However, educators must respond to context in dealing with diverse audiences.
Carol Alexander wonders:
I think there’s also a question that, with other emerging population
groups, we tend to feel that what would first bring them in is art related to
their own heritage, or something where we feel that connection is strong
and perhaps draw those that otherwise may feel culturally different. So
that's often sort of a starting point. With our more general audiences, I
don’t know, I tend to think fiat’s not so important. If you’re an American
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of German descent, that doesn't mean that those are the galleries you go
to, but I could be wrong about that (p. 95).
Ned Donaldson also worries about exhibitions aimed at a particular group in
which context is dictated by race, rather than by class (p. 101), while Norma Greenhill
wonders about balancing exhibitions so they appeal to all:
I think you have to balance, you definitely have to balance properly, the
input. You take certain things and try to choose what's meaningful to
everyone. I mean, I think if we try to make it meaningful to just AfroAmericans then we are going to lose the others, so I think we have to
balance this. But there are basic things that appe^ to all people, it doesn't
matter who you are, those are the kinds of things we want to find and be
able to zero in on, the meaning of our presentations. We try to do that
with all shows. The Native American program [for example], we thought
we were presenting the Native Americans honestly, but it certainly would
have been nice if the catalog had been written by a Native American
person. Im sure that we made some mistakes, but we tried very, very hard
to present an honest depiction of what Native American art was. But we
were criticized by people who visited (p. 138).
Harriet Northcross is acutely aware of differences, "When I'm with the Asian
children, it's different, very different..." (p. 167). All the educators are conscious of the
sensitive issues surrounding cultural differences and endeavor to address them as best
they can. Olivia Grieder, for example, realized that all Hispanics are not the same when
she tried to entice them to come to a Mexican exhibition (p. 141).and Doris Lee learned
of difficulties in dealing with staff when she wanted to present American museum objects
from a non-Westem perspective (p. 158). Miriam Edelstein, in her nontraditional art
museum, is wary of who curates shows for multicultural audiences:
In the multicultural painting show, our director felt that she wasn't
equipped to make judgments, so she chose two other curators. We had
three curators, a Latino curator, a Japanese American curator, and our
director, and they each chose one of the artists, so we had a very unusual
combination. Three curators and three artists, that's a very multi¬
perspective way of looking at things (p. 113).

Quality
For museum educators who come from traditional art history programs,
quality is a difficult and frustrating issue to resolve. "I'm not sure that I am as
loose as some people are in accepting anything just because it is from another
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culture," says Olivia Grieder (p. 148), while Ned Donaldson understands the
quicksand one treads in using "quality" as justification for showing certain works.
"Dreamers [aspiring artists] approach me as a [professional] person [of color] in
the gallery to show their groups, and there's been some instances where these kind
of grass roots organizations really didn't have good quality work, and that was
difficult to have to explain to somebody in that situation (p. 102).
Betty Thompson also understands the difficulties she faces as she tries to
meet community requests for shows of Puerto Rican art:
For all that we do, they still were adamant when asked, that they would
not see the museum really strongly making the good will connection to the
large Hispanic community in the city until we had an exhibition of art
from Ihierto Rico. The director said,' What about just Latin American
art?' 'No. What we really need is art from Puerto Rico. Because the
Hispanic Population here is 98% Puerto Ricans.' This really brings up the
question of quality, because they [museum curators] are not familiar with
any great Puerto Rican artist that they would feel worthy of giving a whole
major exhibition to (p. 183).

Making the Museum Multicultural

Advisory Groups
Aware of the obstacles to achieving their goals, all of the museum educators work
tirelessly toward making their institutions more diverse (Figure 4, p.84). Recognizing
the need to respond to various communities and knowing that many of the programs they
have designed are for people like themselves, they seek the advice of the particular
groups whose cultures they wish to represent. These advisors, for the most part, are not
experts in art history, but rather people from the community who are recognized as
having special skills in writing, or music, or as leaders in their ethnic communities. One
type of community advisor is the schoolteacher. Teachers are the primary outside
advisors to museum education departments, which now focus upon minority
representatives of the profession.
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Community advisory groups have proven to be quite successful in attracting their
constituents to the museum. According to Norma Greenhill
Our advisory group is wonderful. They were so thrilled with the first
show [Hispanic material] that they were happy to come back, and when
they came back for the first meeting they said, that they had had the best
time. They're still talking about the poster for the first show. They really
didn't have any suggestions for ways to improve it. And they are so
willing to do anything for us. Every time we call these people they've
been so cooperative (p. 133).
At a large museum such as Carol Alexander's, a number of advisors are used.
Professional anthropologists and art historians are hired to work on interpretation of
objects, while Carol Alexander says.
Essentially, the way we worked it out with the advisory group was that
they were working with us on programs and talking about what kinds of
people
we might look for, what kinds of programs might be presented and we,
with our usual professional skills and contacts, were trying to find the right
people for those (p. 97).
Tracy Everson, on the other hand, aggressively seeks advice.
We go out into communities before designing programnung and say,
'What would you like to see happen?' That's happening now with the
school vacation week activities, for instance. We haven't had any vacation
week activities since '89, three years. And we're now putting them back in
place (p. 119).
College art galleries have not worked with community groups, feeling that the
students are their primary constituency. However, both Ned Donaldson and Olivia
Grieder work with teachers. But Olivia Giieder worries
The public schools are the place so controlled by bureaucracy and fear of
parental feedback that they can't do anything. So museums in some sense
are the forefront of reform in educational efforts. But it just occurred to
me how schools are in this predicament in part because they are so
responsible to their communities (p. 147).
Miriam Edelstein, whose museum is rural and less traditional, sees
community input as vital:
Since I have been here, two of them [exhibits] have been extraordinary
programs called 'Our Community,' which was community outreach and
community empowering about town planning issues. That was a two-year
program and that really launched, as far as I can see, sort of launched Ae
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direction that we're going in. I think the museum has always been
absolutely open to its community (p. 108).

Family Programs
Audience research shows that occasional visitors to museums, like those who do
not visit museums, enjoy participatory activities in places such as parks, zoos and outdoor
festivals. Members of high context cultures also tend to be family centered. This
research has led to a new emphasis on family programs, especially in the larger museums
where special staff may be assigned to the task of designing such activities (Falk, 1992).
One of the target audiences in outreach is families, because I think, people
will do things as families. If you can really send that message, which
we're sending much more strongly, that this is a place to do things with
kids, that if you come, there are activities for you [to do] with your
children, that there are things [available-you won't be able to do on your
own to figure out how to cope with this experience (p. 96), says Carol
Alexander.
At her college art museum, Olivia Grieder says, "We are also feeling, I think, a
wider responsibility now to the community at large, also to children who come in on their
own with their families" (p. 139). So far, her success has been on a small scale and does
not include families of color.
Family Adventures is a program Tracy Everson has nurtured from its conception
and she is tracking it closely:
Families have been extremely responsive to our family program. I think
that families are really looking for ways to participate in cultural
institutions as a family and a lot of parents don't know how to do that.
They haven't gotten the kinds of experience or what they perceive as skills,
to bring children here and enjoy themselves. The parents are still worried
about children not enjoying themselves. ...The community certainly
comes to us. We've gotten a lot of calls recently. I think part of it is, it is
me personally. I've been out in the community, both as museum staff and
personally, for a long time, so when people, when we sent out a letter,
when I moved into this position, people have been calling a lot. Because
they know me (p. 120).
Although White, Tracy has a family that is biracial and a part of the minority
community she is trying to reach.
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Norma Greenhill is at an institution with a tradition of family programming. The
Black and Hispanic communities participate in the programs designed for them, but
Norma finds that members from the dominant culture, including the docents, tend to stay
away from these events.
Well, we want to, we keep trying to attract our regular members. We had
a wonderful day last fall. We had a Jacob Lawrence exhibition, we had a
theatrical performance ... but we had very poor attendance. And we did
have good, I thought the publicity was fine. We had a picture in the paper,
but... So we would like to overcome this. And the powers that be here in
the administrative building know about this problem (p. 133).
Miriam Edelstein, in one exhibition, developed a hands-on room where people
could collect their family stories. "Their [family] response were wonderful. Visitors
came, spent hours in that room. Kids came, they usually brought compositions they had
written. We had people who could barely write, leave things" (p. 112).

School Tours
School tours are the staple of museum education. Most museums are actively
involved with the public schools, including the college art museums. Museum educators
ask teachers what they would like to have and try to meet their needs. As Norma
Greenhill says, "We have teacher evaluation. With every tour that we offer, the teacher
is supposed to fill out a tour evaluation. We look at these things, we know what they like,
but even so..." (p. 136). She readily admits that children who are bilingual or from the
inner city tend to be a problem on school tours.
Betty Thompson has revised her school tour program because she has learned that
it's the classroom teacher rather than the art teacher who comes to the museum with a
group.
We found that most of the tours the classroom teachers are choosing relate
to their classroom topics rather than pure art. The classroom teacher
prefers the social stuthes connection, the history connection. We have a
symbolism tour that they can use to relate to symbolism as they have
discussed it with literature with their students. We offer the pure art, the
techniques of art: line, texture, color, and so on, but they [the topics] are
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less often chosen because of the teacher's interest. And that's fine. It's
there to be chosen. So we're trying to be user-friendly (p. 180).
When classes are ethnically mixed, it seems that school tours provide the best
opportunity to examine multiple perspectives. Whether this happens or not depends on
the docents and their training and sensitivity. Written materials in Spanish and in-service
training for guards also help to make the visit a more comfortable experience for students
who in the past have felt singled out from the mainstream culture and made to feel
uncomfortable by both staff and docents. Educators are aware of these problems and are
actively working to improve attitudes of guards and docents, but progress is slow.
One of the difficulties in involving school tour groups has been the exhibition
schedule. If the museum ignores the school's academic calendar and opens exhibitions
during the summer or when school vacations are scheduled, many opportunities for
reaching the student community are likely to be lost. Norma Greenhill and Miriam
Edelstein are aware of this problem with programming and actively lobby for coordinated
exhibition planning so as to reach those communities for whom the exhibition content is
particularly relevant.

Handicapped Accessibility
Larger museums have a long history of offering special tours for the visually
impaired or other people with disabilities. One educator, Nancy Ivors, has a hearing
disability herself, so she has made special efforts to make available someone who can
sign for tours and lectures. However, special services are expensive and take away from
other departmental needs. Tracy Everson is coordinator for structural services at her
institution and is acutely aware of the various communities requiring special services.
She reflects, "I suppose it is true that it [multicultural awareness] might have started with
those issues around people with disabilities and then opened the curators up to other
kinds of ideas about serving communities" (p. 121).
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Learning Styles
With the exception of family programs, which represent a small part of the
museum’s total educational effort, standard fare continues to be the lecture-tour format.
New efforts to attract minority audiences have generated a rash of exhibitions dealing
with ethnic groups, but the way in which interpretive activities are handled has not
changed. Although children's programs are somewhat more participatory, none of the
educators stressed the need for designing these programs to reach a variety of children
with different learning styles. Katerina Streichen and Olivia Grieder were the only two
who mentioned learning styles as being important in educational planning. Katerina
explains:
I think you do have to treat people differently. I think people have
different ways of working in the world and people are conditioned by
their experiences of how they interact. You do have to treat people
differently. Some people, I think it's very important to be aware of that,
because somebody may be much more comfortable talking something
through and may not be able to write it. It does not mean that they have
less intelligence. It means that they are more comfortable with being able
to talk things through. Some people are very good at writing, but can not
talk their way out of a paper bag. You have to find the strengths in each
individual and to use that, that's the beauty, that people bring various
strengths to a process, a project and you have to be able to find what
those strengths are and to build on them as opposed to having people feel
badly about what they can't do. My greatest strength is probably my
ability to interact with people (p. 175).
Olivia is relieved to have had, "all those learning theories and what's the
difference between training and education, all those things come fairly easy to me... and
I do think they are important for this kind of work" (p. 145).
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CHAPTER 5

CONCLUSION AND RECOMMENDATIONS

Art museum educators are but one part of the museum organization. They cannot
make their institutions multicultural without the collaboration of the entire staff and the
board of trustees. Currently, they are trying, to varying degrees, to implement the
directives of the American Association of Museums. The larger urban museums, quick to
recognize funding opportunities, are most active in this effort. But they are also the least
effective, because they confine these activities to education departments, while curatorial
departments continue to operate in traditional fashion, except in the areas of ethnic
exhibitions. The special staff, hired to implement multiculturalism, feels frustrated.
The number of people of color who are served by New England art museums
continues to be small in comparison to the overall audience. In fact. White audiences
may be the major beneficiaries of the new multicultural effort. This is not necessarily
bad, since White audiences need new perspectives on ethnic material to correct past
misinterpretations, but it is not enough.
Despite the barriers to multicultural practice, more can be done to make the museum an
accessible environment for all visitors. My recommendations, based on the literature
review and the interviews, are as follow. The entire museum staff should:
1. Become more familliar with the various learning styles and ways to incorporate them
into programs. I have seen no museum conferences, regional or national, dedicated to
this topic.
2. Examine existing programs and review the approaches used for adult visitors. Are
there interactive tours which do not rely upon traditional lecture format?
3. Expand multicultural approaches to galleries of Western art. Multiple perspectives
can certainly be developed for them.
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4. Hold sessions on creative problem-solving techniques as part of staff development.
Generate divergent thinking and metaphoric approaches to program planning.
5. Find ways to share creative solutions to multicultural problems with other institutions.
Because educators are so busy they seldom publish their successes and others have no
chance to learn of them; videotapes of successful programs might provide a way to share
results. They would also provide examples of how use of voice, gesture, behavior affect
the visitor’s museum experience.
6. Examine written materials for the entire collection and changing exhibitions to see
whether or not the message is consistent
7. Petition for a gallery or space in which to juxtapose works from different cultures. It
is difficult for those who have not studied art to make comparisons or contrasts between
objects which are not shown together. Juxtaposition of two works can bring about the
clash of two frames of reference and create the climate for new patterns of thinking.
8. Do ethnographic interviews with community visitors. How have they perceived the
changes in the museum?
9. Develop opportunities for active involvement in other cultures. Only two of the
educators, Tracy Everson and Katerina Streichen, actually went into the communities the
museum was trying to reach. Others relied on mailing lists.
Museums since their early days have espoused social missions. Those missions
have expanded and changed to include all Americans, not as assimilated into a dominant
group, but as equal partners in access to the nation's cultural treasures. Museum
educators now have a central role in tmulticulturalism, which includes fostering an
appreciation of cultural differences, encouraging critical thinking, and enriching human
lives through art. Our nation is changing. Our museums, struggling to survive into the
next century, must change their paradigms as well.
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CHAPTER 6

PROFILES
Introduction

The qualitative interviews which follow include the backgrounds and experiences
of the museum educators featured in this study. Reading their responses to changes in the
museum mission in their own words should help the reader to see how these educators
have determined their own realities according to their experiences of life and work. The
profiles of the individuals are presented in alphabetical order, with no attempt to rank
them according to the model.
Carol Alexander
Carol went directly from her undergraduate studies in art history to a master's
degree in the same subject with a concentration in museum education because she likes
working with children. From the Midwest, Carol is now in charge of interpretation for
adults in an urban museum She is White.
I sort of got on to museum education earlier than a lot of people. I found out what
it was and was attracted to it. My first job out of graduate school, I worked at a museum
on the East Coast for almost four years in their school program. I was ultimately
supervisor of school programs there. I was working with a couple of school groups a day,
usually, and planning programs for schools and thinking a lot about kids. Id always been
interested in New England.
When a job opened up here working with the adult public, giving gallery talks and
working on interpretive tours for adults, I thought, well, that would be a good addition,
you know, strengthen that side of my skills, and so then I'll have the whole picture and
maybe be ready to move on in some other way. The more I worked with adults, the more
that I felt like my best audience were the amateur [art lovers] adults. I always used to

90

say, "I like what the kids say back, but I like what I get to say to adults better." It's more
interesting. I advise on a few things for teachers and for programs for children, but,
pretty much. I'm focused on adults, interpretation.
I had two or three professors of art history who had a real genius for
communicating enthusiasm and for putting things into meaningful human terms. They
really, they kind of liberated me from thinking that it was, it was all kind of an academic
matter of who influenced who and knowing how that was important. But what was more
important was what it said to the viewer. There were two people in particular [who
influenced me] that were wonderful at talking about images, taking images apart. I think
one of the things that appeals to me, has been meaningful to me, and made working with
adults more congenial for me, is that you can use your own psychology and your own
experience as a guide. I think to work with children, you really need to know more about
developmental psychology and stages of learning and be able to shift and put yourself in
the mind of what would be interesting to a fourth grader. With adults you could kind of
work from your own experience more easily.
I think I'm quite good at understanding where other people are coming from—
what it is they're really asking or what it is they're curious about. I think, you know, that's
one of my strengths, a pretty strong perception about other people's needs—intuition—
and I do, I like to talk, and I like to find the right words for things and to tell stories. At
an early age, I sort of thought, "this is neat, that you learn things and then you get to tell
other people."
My job now has become a little more administrative, but I still have quite a lot of
contact with art and the audience. I am primarily responsible for interpretation of the
permanent collection and the special exhibitions to the general adult public. And that
means that we talk with curators about what the goal is, what the intention is of the
installation or exhibition. We talk about which interpretation to use, is it going to be a
brochure, is it going to be text panels, what should we say in the text panels, what or if
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we could do an audiovisual thing, what would that convey? We then work
collaboratively with the curator on the writing, editing, and revising of the written
interpretive materials—the brochure, the text panels, the labels. Sometimes they draft
and we revise them and sometimes we draft and they revise them, but, when it's working
best, it's very collaborative.
There are new issues that we're aware of, or issues that we should have been
aware of a long time ago, that are now much more to the forefront. That depends,
obviously, on what you're working with. If it's an exhibition on Ruben's painting, maybe
that's not so much of a concern. If it's the African Gallery or a Japanese textile show,
where you're working with a non-European culture, and one that maybe hasn't received as
much attention, then, it's something that's a central focus. Certain brochures, the curator
will write an introductory statement. You know, why we're doing this exhibition now
and it will be signed by them. What we've done more of, where it's usually in preparing
interpretive materials, is sort of to take the voice of the visitor, looking for phrases that
are too complicated, or might be offensive, or might seem inappropriate, or whatever. In
the case of special non-European exhibitions, we have also had additional consultants
working with us. On the Native American Gallery, we worked with a Native American
from New York. She's a very skilled museum educator and so she was our primary
consultant, both coming here to participate in meetings and discussions, and then literally
reviewing all the written interpretive materials. They also were reviewed by two other
women from the Native American community who are teachers and work with kids.
I think we were all very conscious when working on our African material, that
the point of installing the new gallery was to give a stronger identity to a culture that had
been, in many ways, under-studied and under-represented, and often seen simply in terms
of natural history. Even in research in older texts that we would use, we needed to be on
the alert for things being seen from an African-American point of view. So that, that was
part of what we were looking for, was not to distort what we were saying, but sort of to
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think, are we always starting from the right place? One thing that was interesting was the
question of what headings [to use] on laminated gallery sheets about archeology and
several of the stories behind some of the pieces in the collection. Something as relatively
small as whether the term "pygmy" was now considered a derogatory or inappropriate
phrase. With that one, we wound up going to the advisory committee with it and they
ended up by referring us to the [African] museum in Washington. The solution in the
end—we wound up by saying, "People who were referred to by anthropologists as
pygmies." So we were sort of distancing ourselves from it. Part of our purpose here is to,
you know, respond to people’s pride and sense of connection to this civilization, so we
had to choose very carefully the terms for what we called the people who were
represented. We used such phrases as "Pieces of the Past" rather than "Lost
Civilizations."
I think people had a very strong response to the event of the opening of the
gallery. And we put a comment book in the gallery which is something we more usually
do with special exhibitions rather than a permanent collection, and we got lots and lots of
comments, it was quite a rapid rate of comment. And, I would say in comparison, we
haven't finished tabulating it yet, but in comparison to comment books in other situations,
there's a much stronger sense of personal investment on the part of many of the people
coming to see the show. There were a fair number who sort of said, "this is a fabulous
collection and it's about time it was properly put on view." There were many that were
enthusiastic and, you know, very pleased and cognizant. There were some negative
comments, some that were, "Id like a larger gallery," or, "more space." On the whole,
there were not a lot of specific comments on the interpretation, which largely, I took to be
positive. If it had been bothering people, if it had seemed off-key, we would have heard
about it.
We had a community opening that drew 1,500 people which is really an
extraordinary number. And, certainly, the feel that night was very different. And I gave
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two or three short slide talks which is something I very often do for our membership
previews or whatever. And, I must say, I was very struck by the seriousness and the
intenmess with which people were listening, that there was not, you know, often at our
openings, there's a little more feel of, you know, people are there to be entertained and
enjoy themselves. There's a better time to learn about art — but, this, there was a real
focus, people were very hungry for this information. That community preview was
directed very specifically to our literal neighborhood, physical community we worked
very closely with. We had a community advisory group that had been formed about a
year before the gallery opened. It worked with us on developing interests in the
community, to advise us on what kinds of events and programs would be most interesting
to the larger community. And, so, our outreach coordinator worked very closely with
people from that group in getting the word out, getting the invitations and tickets
distributed at community centers. There were shuttle buses that ran in the area. So,
certainly, for that event and, I think, at other times, one sort of indication I would say is
that, particularly on Wednesday nights when it was free, we would notice an upsurge in
attendance in that gallery. Many of them [community audience] were very interested in
how this could be connected with schools, which is obviously something we've been
thinking about. We had, I believe, three teacher previews which were very heavily
attended. Materials packets were developed to go along with the teacher information
preview.
Eurocentric audiences tend to be drawn from the better educated middle class and
upward parts of society and those proportions from other population groups are smaller. I
would say,'it's interesting to see that when you have the right exhibition or program
offering, you can, you quite quickly see response from comparable members of these
emerging groups. You know, when you have Andean music in one of our courtyard
concerts in the summer, we will have a lot of people in the courtyard speaking Spanish.
We've sometimes had a sense a lot of them teach at the local colleges. It's another big
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step to move beyond that in any population, English speaking or not, whatever, to people
for whom the museum is not such a familiar setting. We do have one gallery talk a
month in Spanish. We had gallery talks in Spanish with the Panamanian show. We did
flyers in Spanish to publicize those things but attendance was in small numbers. I'm
trying to think what else I would say, in terms of the new audiences, that we do
differently. I think we need to know more than we do currently about all of our audiences
because I think even within our core audience of steadiest attendees, we would find three
or four different groups that could be quite clearly separated out, as to their agendas, their
backgrounds, and what they come to the museum for.
One way to do it would be to do a really intensive visitor survey—one that was
complex enough, that was analyzed in enough detail to really pinpoint some of those
groups. I think there's also a question that, with other emerging population groups, we
tend to feel that what would first bring them in is art related to their own heritage, or
something where we feel that connection is strong and perhaps draw those that otherwise
may feel culturally different. So that's often sort of a starting point. With our more
general audiences, I don't know, I tend to think that's not so important. If you're an
American of German descent, that doesn't mean that those are the galleries you go to, but
I could be wrong about that.
One barrier, I think, is that art museums have tended to be most attractive to more
highly educated groups, more groups with more options at their disposal. Put simply,
people need to get higher up the ladder of achievement and possess options in their lives
before art museums sort of feel like a natural—^it's a hard thing to say, because you can
get passionate, very passionate responses from people when they discover art museums.
But, I think, in the larger culture, people at an earlier point in their cultural development
will go to the ball game or go to a library, will go to a history museum. Apparently, art
museums seem more distant, a little more intimidating to people. That's something we're
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working against. But, it's present in a way that it might not be, say, for a science
museum.
One of the target audiences in outreach is families because, I think, people will do
things as families. If you can really send that message, which we're sending much more
strongly, that this is a place to do things with kids, that if you come, there are activities
for you with your children, that there are things [available]- you won't be on your own to
figure out how to cope with this experience. I think that is, there's nothing more valuable
than that in working away at these barriers. People who grow up feeling that a museum
is their place and it's a place they're comfortable in, then, it's a whole different situation.
One of the other things this museum, in particular, has to work on is that we are, well, it's
an interesting—actually, in some ways, compared to some of America's art museums, we
are quite multicultural.
In thinking about how you would phrase things for somebody or what would
make it clear. I'm always very wary when a curator says to me, "There are a lot of
advanced doctoral students out there, we can get a graduate student [to come] in to write
these labels." And we say, "No." We've become much more conscious in the education
department of needing to go out and involve a variety of perspectives, to find people from
different cultures to give us their reaction and we would, obviously, like to have more of
those people on staff. We have some, but we'd like to have more.
A multicultural museum would need to not only contain multicultural collections,
exhibits dealing with a variety of cultures and the history of a variety of cultures, but be
making a genuine effort to communicate about a range of its exhibits to a variety of
people from different cultures. I think it's, it's sometimes tricky in allocating limited
resources to, I think you have to pick and choose and target. I don't think, I think it's,
frankly, foolish to set yourselves something arbitrary and such as to say, "all labels must
be bilingual,," or to say that, "all exhibits must offer multilingual recorded tours," or
whatever. But, to target where it makes sense. With the Panamanian show, the whole
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show was bilingual and the text panel was bilingual. We need to try and draw from other
perspectives than those of the museum professionals to learn what the needs of different
cultures and communities are.
I think you'd have to be cautious in sorting out what the different roles are, and,
frankly, I think that will be easier and clearer as museum staffs become more diverse.
And it’s not so much a division of, you know, an anxious group of professionals
interpreting a body of material and a community group who feel that they have a more
personal connection to the material than you do, so you sort of anxiously feel they do,
and so you should be listening very carefully to them. But on the other hand, you know,
if these are professional decisions... On the African gallery, essentially, the way we sort
of worked it out with the advisory group was that they were working with us on programs
and talking about what kinds of people we might look for, what kinds of programs might
be presented, and we, with our usual professional skills and contacts were trying to find
the right people for those. This community group was not involved in the interpretation
of the gallery. In terms of interpretation, we chose a professional group, essentially, to
work with us in a particular way. So, I think it is, I think it's very, it's going to be delicate
because it's hard for both sides to know what is appropriate. We're sort of out on
quicksand here. I guess I do feel that our goal, particularly in this kind of institution, is to
be as responsive as we can as a professional institution. There are other kinds of
institutions, community centers, or even other kinds of museums where it's appropriate
for community persons to have a stronger role.
Since the Getty reform, I think the barrier between educators and curators has
broken down quite a lot. I think in part, you know, not entirely, but I think that had an
impact, I think generations are having an impact We're genuinely developing a
partnership. Often, they'll [the curators] be the ones to pick up the phone first, and say,
"we need to get together and talk about this show." I guess that they're more often about
my own age, you know. The older curators—that wasn't the way things were done, so
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they are somewhat slower to change. I think that museums overall are becoming more
aware of their visitors, so that means that curators are more conscious of whether people
come, we get the numbers we hoped for, did the exhibit work the way it was supposed to
[be done] because that's part of what funders want to know. It's part of how things are
perceived. I think that translates to greater respect for educators.
I would say my personal goal is that as many different kinds of people as possible,
when they're in this museum, should find it easy and enjoyable to connect with the works
of art that they see. There should be information available in a form that feels
comfortable for them, whether it's the written label on the wall, or a recorded tour that
they pick up, or an audiovisual presentation, but that there should be something that
appeals to them. That doesn't mean they don't have to make some effort or pay attention,
but that it feels to them as though it was made for someone more or less like them, that
they're not reading labels written for somebody else, and that they have access to all parts
of the collection.
Sometimes we're trying to sort of explain outreach and interpretation and why
those are seen as kind of the two halves of the whole, and Ive said sometimes that if part
of the mission is to draw more people to the museum that there should be something for
everyone. My responsibility is that, you know, when they get here they won't then feel
that they've wandered into a waste land, that they've been invited to a place they can't
understand. We're a long way from that. We can do a lot more. But I think the
museum's making a lot of progress in that direction, telling people more about what's
there.
My greatest pleasure is when you get an unexpected person telling you that
something really mattered to them. When a woman who's a member of the museum tells
me that her husband didn't want to come, but he's really enjoyed my gallery talk, that's
nice. But there was a young woman who used to come to gallery talks fairly often and
she said to me once after one of mine, "I just want you to know, while Fve been at school.
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this has meant a whole lot to me, coming to these talks, and I really feel like Tve learned a
lot. I'm studying physical therapy, I spend all day with science and this is really
different." And, I was sort of feeling proud and said, "That's so nice to hear. Was that
something you did with your family when you were a kid? You know, is this something
your family does?" And she said, "No, I've never been to museums, but Im just, I always
pick up on opportunities, you know, and they had an ad in the student newspaper that I
could get in free and so I thought I'd give it a chance." Something like that, you know,
'cause you feel that's a convert—that's somebody who found us and, because of what
happened to her when she tried it, you know museums are going to be part of her life. It's
easy when you work directly with people. It's a little harder to know whether or not a
brochure you wrote worked.
I think there are a lot of things that seem so right to do that you, sometimes you
feel very guilty and embarrassed that they haven't been done [before]. But, they all take
time and money and resources. When we look back, when I look back five or six years,
there's been a lot of evolution in just the role of the education department, the
conversations we're a part of, the issues that we're involved in discussing within the larger
institution and I think that's going to continue. That there's a greater awareness of visitors
and in finding out what visitors' experience is and how we can improve it. I think we're
coming into a time of tight money for museums and so, where fifteen, ten years ago,
fifteen years ago, you might have said, you know, I think in five years we'll have a video
viewing room where people can go in and see cassettes, I don't necessarily see that What
I see happening more are things that aren't big ticket items but will involve conceptual
changes. We're trying, I hope there'll be, there'll be a lot more offerings to people of
ways to get started.
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Ned Donaldson
Ned Donaldson, an African American in his thirties, was trained as an artist
before he became invloved with a college gallery. He is now working on a doctorate in
museum education. Married to a White woman, he is the father of three children.
When I was one year old, my father was still in the army, we were transferred to
Europe. So I spent my first five years there, living three years in Germany and two years
in Italy. You know, we were speaking Italian when I was sent to kindergarten in
Germany. Every summer we would go back to Italy until I was about 18 'cause my father
was able to take trips for free, so we saw a lot of Europe as kids, which was great for us.
By the time I went to high school, I really yearned to be an artist. My
undergraduate degree is in art education. I got involved with the Cambridge
Multicultural Arts Center, which was just coming into existence. This was the middle of
the eighties. It [the arts center] specialized in artists living in Cambridge. It's still
thriving today.
I think I probably have [gained] much more respect for cultures through art than I
did through the school system. The school system, if it was dealing with some kind of
culture other than American culture, you spent most of your time talking about Europe. I
had very little, I think, in terms of Third World cultures. Most of my experience or my
knowledge of Africa came through the arts.
When I was working with the multicultural program in Cambridge we were still
trying to get a building. Most of what I did was assisting in writing grants, meeting with
the mayor and his committee about what we were doing. We had to draft proposals
saying what kind of programming we would have. Well, it seems to be still going strong.
I'm still on the mailing list. They still pick the artists from the community. They try to
get a representative sample of the community. Black artists. White artists. There are a
lot of Asians in the community as well.
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To get things to be more multicultural here [at the college gallery] in the
beginning, we used to do two annual exhibitions. One was some kind of exhibition to
coincide with International Women's Week. Then, we used to try to do an exhibition
during Black History Month. And we used to do an exhibition for Jewish Arts Festival. I
was very conscious to do [all ] that There were some artists that I always wanted to bring
into the gallery, kind of favorites of mine-Romare Beardon, who died a couple of years
ago, and Sam Gilliam. We did a videotaped documentary on Sam Gilliam while he was
here for about a week.
Over the years, personally, Ive been in this debate about certain kinds of
segregated exhibitions. I wrote a paper to document these kinds of segregated art shows,
segregated by race or color. I've talked to some other artists around the country, AfricanAmerican artists, and they were all kind of feeling the same way I felt about February,
Black History Month. And they've decided to stop showing during that month. And then
I stopped showing during that month. We've talked about some invitations that we
received to show for something like that and we turned them down, because if it was
good enough to show in February, it was good enough to show anytime. I haven't shown
in February probably for years, because of the context.
You'll see exhibitions that will say "Four Latino Artists," but when we look at the
paper, when you look at art magazines and you see exhibitions that have Lucas Samaras
and Chuck Close and Larry Rivers, you don't say, "Three Caucasian Artists." I also see
the flip side, in that there's a value to the exposure. There was an exhibition that
happened in North Carolina last year called "Next Generation," and it dealt with young,
African-American Southern artists. What was promising about this show, was that they
did break down a lot of stereotypes about the art work of African-American artists. A lot
of people in New York, who are in the galleries to this day, have a definite vision in their
minds when they think of African-American artists and [when] they think of AsianAmerican artists and how they think their work should fit a particular category and look
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this certain way. I think what this exhibition, "Next Generation," did was show you
really can't categorize African-American art any more than you can categorize the work
of any other group of successful artists. They are individuals, they do bring, each one of
them brings, a whole experience, their past experiences to shape what they have made.
This is a visual expression, but our work doesn't look that way because of pigmentation.
About the issue of quality. One exhibition we did a couple of years ago was work
from Panama, and, you know, young artists. It was organized by three museums in
Panama, and was meant to travel in the United States. And the question came up about
some of the artists in the show. Some people asked, why this artist? Probably there were
better artists in Panama. A Latino faculty member was very pleased; he actually knew
some of these people, and he was very pleased that these young artists were getting the
exposure even though they were still developing their style. The criticism, I don't think,
was the fact that the exhibit in this particular case lacked quality. My colleagues in the
department have been very supportive of anything like that we've tried. It's let a lot of
other dreamers approach me as a person in the gallery to ask me to show their groups.
There's been some instances where these kinds of grass roots organizations really didn't
have good quality work and that was difficult to have to explain to them. I feel that I'm
qualified to do that, qualified because of my own art training, and I think that I am very
sympathetic to groups like that, but it's difficult.
For the Panamanian show we made an effort to contact different groups that really
hadn't come to the gallery before. Different organizations, grass roots organizationsFriends of the Americas, because they have a sister relationship with Panama. And so,
they brought in a lot of people that wouldn't ordinarily come to the museum. I'd say there
is only a small percentage of them that came back. For the most part, they weren't
necessarily people in the arts. They were just local people who were kind of supportive.
It does bother me that these folks haven't come [back to the galleries].
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Everything's so expensive, we can't do anything twice. The last exhibition we
had, an exhibition by a Latino, we did have some translations for some of the pieces, but
it was just a small amount of some Spanish that was translated. I think this gallery hasn't
done much outreach since I've been here, but we paid for buses and brought students
from downtown to exhibitions, to the Latino exhibitions. We did one program in the
elementary school in the minority section of town. The first night we went in and I talked
to the teachers and students about the exhibition and about what the children were doing
in their art classes and their other classes and how that the artists [in the show] were using
ideas like theirs in their own artwork. The students reacted very, very favorably. It was
a positive experience, something that we really need to do a lot more.
One of the things we'd like to do this summer is have some workshops for the
inner city, where high school students could come on campus to a workshop, say, on
painting or some other kind of discipline, do a workshop on portfolio development, a
workshop on alternative careers in the arts, so it will show [them] that they can come here
and find out that they can do the work, that college is attainable, and that it's not this
mysterious thing where only the rich can go.
The main content, the structural content would be about how this could happen.
But I think I would spend more time just trying to improve their confidence levels.
Maybe these kids, because they've been browbeaten by the economic situation in the
inner city, somehow, they've lost some of their confidence.
I was having an exhibition in town and an African-American friend, who for some
reason didn't know about it, was very upset with me that she didn't know about the
reception. She said that she was looking for positive role models and that she was sorry
that she had missed this chance to bring her kids, actually, since they know me. That
made me feel really good. I felt bad that she had missed the reception, but glad she felt
that way about what I was doing. And I would like to feel that's something I could build
on from an artist's point of view.
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Recruiting for the arts is a problem. The [college] president talked about bringing
in people of color. They haven't. I think that will be a major step, but there is a bit of a
handicap in the arts, I think. You put yourself in the situation of people, take a Latin
American family living in Boston, and they have a talented son or daughter who has a
chance to go to college. This student has excelled academically as well as within the fine
arts. I think that if I was a parent and had a choice of my son or daughter studying
something like engineering or the arts, even though there are careers in the arts, I would
want my son or daughter to go into engineering so that they have the opportunity to be
independent. That's one of the reasons, I think, enrollment of people of color has been
low. A lot of times, people cannot afford to be in the arts. What I mean by that is that
they can't be financially secure because their family is not wealthy, and that they have to
struggle to support a family. That is another reason why there are so few people of color
in the art department, is that men [are supposed to be breadwinners], because I think
people are thinking in terms of the traditional family of the 1960s where the man was the
primary breadwinner. A freshman student said this to me, that she'd be perfectly happy to
marry her boyfnend and settle down. He's in the geology department and has had some
job offers. She could do artwork on the side. She's in a very different position than a lot
of folk.
I think curators should be up front in this respect: curators should take an active
role in working with the education department in having direct contact with the audience.
They should take a major role in the educational outreach for that particular exhibition. A
lot of times, there is a problem that exists in museums where you may have educational
curators that are very conscious of trying to bring in the community, that's their mandate.
Then you have these curators who very often are used to dealing with artwork from, say,
aesthetics. They rave about the work for other art historians. I think that the exhibit
barriers still exist, but I think that the curators are slowly turning around. I think
museums are probably worried that more demands are being placed on them, that they
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will have to accede more to the demands from the community to bring in artworks that
are representative of the community or speak to the concerns of the community, whether
it's social concerns like AIDS or something like that. And serving the communities who
are not so much interested in seeing what the Flemish did in 1500.
I hope that museums are going to try to stand firm against censorship. Actually, it
certainly opens up a can of worms. It turns up in the First Amendment rights when
somebody presents an exhibition that makes some kind of negative statements about a
certain culture. The people who make those decisions in the museum are certainly in a
tough position. Do we give this person a place for their art or not? I think I see it as
something that has to be taken on kind of a case by case basis. Let your conscience guide
you to a certain extent With the Mapplethorpe [exhibit], I think that's kind of a different
case. He's not making any attacks on any kind of community. In fact, he was trying, to a
large extent, to educate people about a certain community, the gay community. It caused
a big furor, that show. The pictures he did as a young man, still in school, who was
discovering that he was a homosexual male coming to the city, it was a very small
portion of his work, it made up maybe five percent of the total value of what he left us
after he died. That, to me, would be a very easy decision. Id do whatever I had to do to
go ahead and do a show like that.
In handling an exhibit for Gilliam, he didn't want to be presented as an AfricanAmerican artist. He wanted to be just exhibited as an artist and have people find out that
he's an African-American, that's fine. Certainly, he's from the South, he was very
influenced by all the jazz music that he was hearing, that's in his work. A lot of his work
has titles that relate to jazz, some titles and certain compositions. So he brings his
experience as a young man growing up in the South into his work and that's what he
wants to show. He'd like to be compared to maybe somebody else in the same area who
might be Caucasian and he doesn't want to be labeled as an African-American artist.
That's not to say that he's not very active in trying to promote the work of African-
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Americans. In fact he's quite political, even though his art is, for the most part,
representational. He's active politically. It's just that it's equality when you don't have to
label people's art anymore. He can be just another artist.
A lot of people, in talking about multiculturalism, 'cause we've been going
through this, say, "Well I'm kind of sick of the term 'multiculturalism' and what does it
mean anyway, 'multiculturalism'? Everybody's multicultural." Well, we aren't until it
just becomes second nature and you don't think about it any longer. You present to your
classes and you present examples that may be taken to account from the viewpoint of
different cultures and when that becomes automatic, then you are multicultural. I think a
lot of people, when they hear multiculturalism, they think of bilingual programs. Money
gets tight in the community, then they target bilingual programs. "Why should we teach
these people in special classes, they come here, they should learn English," that type of
stuff. I think there's this kind of lack of respect for other cultures. I think that's where the
arts can play a valuable role in the school system for introducing students to other
cultures. It's interesting in this book by Lucy Lippard called Mixed Blessings. She says,
I think, when race, African-American culture, Asian culture, and these other cultures
become just another other^ then you no longer need the word multiculturalism. It's
happening in various pockets of the country. This town is a lot more multicultural, there's
greater respect for multiculturalism here than, say, in Lockridge. We tend to try to
embrace these other cultures, bring them into the community as a whole. So, the more
and more little pockets that you have, the closer you are to a mixed climate. I hope that
by the time my kids are adults, we'll be closer. I'm optimistic.

Miriam Edelstein
Miriam grew up in a Jewish housing project in the Bronx. She later "moved up"
to Queens where she longed to be in an art studio. She is now in her fifties, White, and is

106

curator of education in a small rural art museum. Her mother was an importer of
Mexican folk art, which got her interested in the handicrafts of other cultures.
My teachers, I remember having the male teachers, I remember a discussion in
the advanced painting class, "If you're a woman, don't get married and d^nitely don't
ever have children, it's a hard world out there." This was the late sixties and it was true. I
received very little encouragement. The cloak of being a woman artist was laid on you
very clearly. I was painting as soon as I got out of school. I had enough momentum that
I was painting on my own. I did stop for a few years, but picked it up again. I moved up
here with a previous husband who was an undergraduate. He enrolled at the local
college and I took a job as an administrative assistant at an art school and worked there
for several years. Then, sort of gradually, I had a child, worked part time and figured out
how I could become an artist. I guess my most significant job has been as executive
director of the music festival, which I did for fourteen years. It was an organization that I
really built with the co-directors. I came on there to fool around a little in the office and
it was clear that it was an organization that was just about to happen. I did a lot of
educational workshops; I did all the job training.
I learned how to be director, how to write grants, how to do budgets. Basically I
figured out the job, but I was very successful at it. I worked with the board of trustees. I
left in 1988. I just really had a lot of changes in my personal life, so I took some time off
and painted and traveled. Then I was asked to be interim director at the museum, which
was something I couldn't turn down. It was very exciting for me and I came on here for
six months as an interim director. Then our director was hired and I was made project
director for a project called Our Community, which was all community outreach. Then
after that year was over I became education director.
Even though the audience for chamber music is not so broad as one might like, I
just developed a lot of ways to interact with the community. I was very well known, so
when I came here, I do have an educational background from my half masters degree
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because that is what I had to do besides study art. But I don't think that had any impact.
In truth, I mean those courses, what can you remember what they were about? Irrelevant.
But Ive done some teaching, at the local college before it closed. Id been in and out of
my kids’ classrooms to some degree as time permitted. I've been a camp counselor and
taught every kind of craft, every kind of art that I had ever done before. I took those jobs
and just figured out how to do them, so I think all those things combined, and this job
clearly was bringing in the community to the museum rather than my being a scholar in
any particular area.
The museum is a museum without a collection, so we are not traditional. We
don't have hoops to jump through with our collections. We have one small collection in
this building, which in fact doesn't even belong to us. So what we do is choose a theme
every year and build exhibits around that. We work with an exhibition committee, which
is fairly broad, it's people with art or exhibition expertise, or history. They're not just
community people as you find in some other organizations. It's hard work. We sit there
for month after month thinking about what we can do. We are limited in that we have low
security, so we can't borrow old paintings, and yet we're not limited at all in what we can
think up. We are also limited severely by our budget, so we're sort of moving around and
trying to keep all kinds of channels and doors open. I think it's just been incredible, the
kinds of programs that have been generated out of here. I can mostly speak to the four
years that I have been here, two of them have been in an extraordinary program called
"Our Community," which was community outreach and community empowering about
town planning issues. That was a two-year program and that really launched, as far as I
can see, sort of launched the direction that we're going in. I think the museum has always
been absolutely open to its community.
On the surface this community looks as White as every other place in New
England. In the last few years it's interesting that the Black population has increased. I
have no idea to what percentage, but at least one sees a few Black faces on the street and
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some families living here. There are some Asian families, but they left. I think they
didn't want to stay here in the cold with low wages, so they moved elsewhere. But there
are a few families. Then there are the other ethnic groups. We did a New Hampshire
ethnic history show two years ago, and we seemed to hit them all. I mean there are
Swedes, some Greeks, there's probably only one Greek family in town, maybe more, but
they don't speak English at home. There are several Asians, Chinese, Koreans, South
Americans, Central European.
"Our Community" brought in planners and artists to talk about planning issues,
space to help people not only think about it in terms of planning ways, but just in terms of
what space means to them, what they treasure. We got them all thinking about what it is
that they treasure and want to save in their town. We had artists who celebrated places to
dance, we had a geographer who just does surveys from what he finds on the street and
from talking to people. Nothing typical about him. So we ran these workshops, free
workshops for people for about eight months. We had a cross section of people who often
don't come to the museum. I wouldn't say we had the disenfranchised people in the town
really, but we had many people who don't feel like they typically have a voice. They
were really so excited about going out in their community and seeing it and working on
solutions. We were looking at the railroad tracks, we were looking at the homeless
people who live along them. We were going into the difficult neighborhoods. There
aren't so many here, but they are within walking distance of this institution. Certainly, we
were trying to talk to those people and hear them. We did oral histories. What do
boundaries mean? Are they political? We did South Africa tapes. There was a woman
who went and videoed extensively in South Africa, interviewed Blacks. We had those.
So, we tried to come out looking at a sense of place from political, artistic, and planning
senses, and put that together for people and it was really exciting.
One of the outcomes was that we had groups that would really work on a new
town plan. We really felt that we had trained people. That was one of our greater hoped
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for outcomes. The town, you know, it’s a lot of politics and we had a new town planner,
but I think the town couldn't let go of what it wanted to control very tightly. In fact it
ended up doing its town planning without a great deal of participation. Not that I think its
a bad plan. But if they had wanted to go with us, they would have had to give over a lot
of the way the whole process went because we weren't planning to do a town plan and
have people just come in and give testimony. I think basically, that's what happened.
However, we actually did infiltrate the committee, the town planning committee. Had
them here to this exhibit and got several of them to attend a fairly lengthy conference that
the Council on the Arts gave, which was based on our material. So I think we verbalized
some of the town's thinking on what planning is and what's important in it We started a
pathway committee, a greenway committee, which is a sort of big movement in New
England at this time, and worked on it, and that greenway now is going full speed ahead.
And finally, the town has come to us, wants us to be a part of the planning committee. It
[the greenway] will go through this lower end of Main Street along the lower stone brook
to where people don't have playgrounds, to where people dump garbage along the banks,
mattresses and stuff. The school has no playground.
Originally, the town was going to backfill this little piece of land that goes along
the stream in such a way that no one would ever want to use it again. Because of what we
had done a group of community people got together and made such a row that they
backfilled it only half as bad. So basically, there's a whole school group that use that play
area. We took the kids down there. They did big murals and fantasy things, and I think
they still use that space even though it hasn't been developed into a playground as yet.
For the kids, it's like going into the woods, a sort of elemental experience, and we do
have hopes that, as we do the greenway, that we can get funds for making a playground in
the area.
We had big plans to involve whole schools, and we just found some of the
principals were so recalcitrant, but we found the teachers and just worked with some of
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the teachers and that was very exciting. We also had a show of architects' and landscape
architects' ideas in this area which includes that park, because this is a pretty tough part of
town, which in this area is pretty mild. Traffic is difficult, it's really horrible, and it's
getting worse. So we had all those plans shown, and those plans are still up in the town
hall. I just made sure that they didn't just go into the closet here [at the museum].
Actually, I don't know that any one of those designs will be picked up. They weren't
meant for that, they were meant to be visionary. But they put an importance to the idea
that, hey, you could do something down here, you could take on some of the problems.
We invited a poet, who is an artist and a visionary, to town in the second year. He
did an exhibition here during the hottest summer on record. But we meant to involve the
town, and we did. It was a show about connections and it was all just one interactive
exhibit after another. There were big wheels, where on one side you put a blue tag for
somebody you knew, and you'd put a string across this ten-foot wheel and you'd put your
name on the other end. There were all these gorgeous colored strings. We had things
hanging from the ceiling, where you could put something from life into them, such as a
Coca Cola can. You could see that the Coke came from some other part of the world and
you could put a string on that. There were interconnections between teachers and their
students, between different classes in the high school. The whole big space upstairs was
completely filled with visions of different ways of seeing our town. The poet's text was
very provoking: a lot of big placards that just asked questions. "Well if you're in this
town, how do you see the rest of the world? What does it mean to you?" Woven through
this was bits of New England history. Bits about maple sugaring and the invasion of the
hippies in the sixties. We did a whole unit on older citizens and we did a photography
show and also a fabric show. So, we just kept on really pushing out and we've also been
able to carry our community theme, which we have been trying to acknowledge, all the
way along.
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We did a show, not by a Native American artist, but his subject matter was Native
Americans and we've done a couple of lectures on Indian history and had a man in here
who had artifacts and things. We started the next year with an ethnic history festival, an
ethnic heritage festival. It was one day, and [we involved] whatever groups we could
find. We asked the Black families that we knew if they wanted to come and do whatever
they wanted. They actually did a terrific food booth. We had the Irish kids, there's an
Irish kids' connection here. Then we did the ethnic history show. The curator went all
over the state and found traces of groups that we would just never have imagined. I was
just really surprised to know that there were Jews in this area one hundred years ago. We
had treasures that people had brought over with them, costumes. The artifacts weren't as
important, I think, as the photographs and the text. I developed a hands-on room called
"Family Tales," which was a place where people could tell their family stories. I put a
notice in the paper and just collected family photographs, old photographs, black and
white, that I put around just to sort of set center-stage. On tables were maybe six books
with different topics such as, "When I Came to America," "Hard Times/Good Times,"
"Family Traditions," two or three other things, and a set of questions that just tried to get
people to sort of start thinking. Their responses were wonderful. Visitors came, spent
hours in that room. Kids came, they usually brought compositions that they had written.
We had people who could barely write leave things, we had long stories about transition.
I was asking them what happened? Who in your family came here, when did they come?
What do you remember? Of course, a lot of people had personally come to do their
[own] story, some of them were very painful, some of them were wonderful. I think that
the hands-on aspect of the portrait show sort of launched us in a direction we're still going
in terms of making sure that every exhibit has a component which involves people in a
hands-on way. It is very multicultural and very effective.
We're very short staffed. We got some funding from the Council on the
Humanities. I think in terms of outside funding, significant outside funding, we are just
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moving up to the point where we are working on the '94 season now and we're writing
grants, national level grants. We just didn't have the lead time before. Although some of
this, as we were reaching the end of it [the search for funding], the NEA had a section, I
forget what it was called, but it was exactly this that was what they were trying to push.
In some ways we just were in there a little too soon. They were very interested in our
project. We've had, over the years, some funding [national] but it's been fairly sparse.
We're back to the foundations that know us and love us that are local, and whatever
corporations we have in this area.
We do have, I think, high standards for what we show. So we try to pick our
guest curators very carefully. We're such a small staff, that our director is curating one
show and we're all project directing one show, but we're not doing them ourselves. And
we've quadrupled our school tours. In the multicultural painting show, our director felt
that she wasn't equipped to make judgments, so she chose two other curators. We had
three curators, a Latino curator, a Japanese American curator, and our director, and they
each chose one of the artists, so we had a very unusual combination. Three curators and
three artists, that's a truly multi-perspective way of looking at things. Then we had
references to the curators in the show, so we thought whatever they produced in terms of
the artists would be acceptable—and in fact, it truly was. I don't know that some of the
people coming through would pick all that up or understand how extraordinary it was to
go to all those lengths.
Once we were dreaming up a fabulous exhibit that was going to take people
through some kind of elemental masks and African work and we were going to try to
make them see how artists transform. We wanted to take over every gallery space and
have people come in the back door. There were great barriers to that, we had to cut back
the show. It's just within possibility because I think the committee dreams very broadly
and even though it's sometimes hard for the staff, we need to start at the widest possible
spot and it narrows itself down anyway. With some of the work we've brought in in the
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last few years, I surely expected some eyebrows to be raised. When we brought in,
especially the collage work of a Cuban priest which had a male prostitute, half naked with
various tokens hanging all around the edge of the painting, I suspected there would be
somebody, at least somebody who would talk about this painting. Well no one ever did.
We never had any backlash from this. Some of the works in that show were actually
fairly explicitly sexual and no one ever said, "How can you hang these things up?" Either
they didn't see it or they were just accepting. I mean, the only comment I ever had about
that piece, and I said to a teacher of a first grade class, "Well, we don’t have to do [view]
all these works." Someone had come to me and said, "Well, I think we should skip those
works because I don't want to have to explain to the kids what this is." So the community
has never come back to us in any kind of stifling way. Maybe we don't go to them in that
way, so they don't come to us in that way.
To help with costs, we're going to have our shows last longer. Next we're showing
a group of molas that interpret twentieth-century culture. At the beginning of the show
there will be a couple of traditional ones, and then there's many here that interpret space
flight, that interpret popular advertising. We think that is an interesting thread as
contemporary and also as traditional art and also as interpreters of its culture. We also
have a small exhibit of local illustrators, and I see it as a tandem exhibit to the molas, that
the whole theme of storytelling through art work will be in this other room. This is a
group of illustrators who had come to us. They said, "We want to do something at the
museum, how can we fit in?" I think they will be doing storytelling once a month or
more often, and we'll fix up a room that we don't usually use and just put in cushions and
make it more comfortable.
Sometimes people ask me, or I think to myself, "Well, what is the training you've
had in the past that's the most important for you in your life? I was a camp counselor for
six years, and I sometimes think to myself, especially when I was running the music
festival, that there wasn't anything more important in my life than being a camp counselor
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and having to deal with every different kind of situation and just cope with it and come
up with creative solutions. There really wasn’t anybody else to turn to and put things
together. It just sort of propelled me in life; obviously. I’ve done a lot of other things
since then. In some ways influencing people, I just have a very direct sort of approach.
I just started with docents last year. They were all very interested in what we
were doing and in fact it's better than I ever thought it would be. I was fairly concerned
about training. We all have to sort of work hard to master the material and then we got
over that hurdle and in terms of any other ideas, they were just completely open to them.
We do attract casual visitors and we try to do more and more. We put banners
out, we have a lot of publicity in the papers, and we have flyers in places where you can
pick them up. We did a marketing survey a couple of years ago and the survey said not
only are we not doing enough to attract the casual visitor, but we're not doing enough to
even get the people in town who’d never been here before. We’ve tried harder and harder.
I would love us to be able to, first of all, to be open year ’round That’s in the long-range
plan, whether we’ll actually do it by ’95 which is what the trustees said—^it might take a
year or two more. That will change our whole operation considerably because we’ll be
able to get school children in February. Teachers are dying to get in here in March
instead of the heavy, heavy concentration, we really spread ourselves thin in August,
September, and October. We’re open May 1 to October 31. The spring time business is
very thin because that’s a very hard time for teachers to do business, so they're
concentrated in the fall. I'd like to continue offering workshops for teachers; Id like to
expand what we do so that we have a Saturday program for kids and potentially
something that involves teenagers. Since we don't have any room to do art here, I have to
be very creative about how they are involved. But it's come up over and over again and
eventually, I think, there will be some funding to do an exciting teenage program where
we'll rent some studio space somewhere and have them [the teenagers] be some sort of
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museum ambassadors and work on things here, because when we're building exhibits
here we can use medium-skilled help.
The arts are concrete, you know. If you show something, it had to come from
somewhere, and it's totally engaging. If you can bring that piece of work to the people
you want to bring that to, there's no hedging, you either have it or you don't have it. In
addition, there is theater, that we only occasionally get involved in which has a huge
application in that way. I have just have read about a group of Indians who are using
their own folklore to create theater now. Of course, that's not part of what our museum
can do, but I think having those examples around will sort of inspire us to find ways to
ignite things. I guess it's just my own personal openness to certain types of work which
touch me very much and that's how it helps my museum work.

Tracy Everson
Tracy grew up in a small New England town. She went to art school and then
received a master's degree in education. She is in charge of community programs at an
urban art museum. Of Scottish descent, she is the mother of children who are bi-racial.
Even when I was in high school, I was going to the nursery schools to volunteer to
work with kids in art. Teaching was always something that was very important to me.
My education really didn't prepare me to be a teacher, though. Experience was the most
important That's where I really learned what I was doing. Tve worked largely with
special needs kids in the past twenty years. I think that something that is essential in
teaching any groups is flexibility. Flexibility not only with people with disabilities, but
also with their participation in the cultural institution. I've been in museum teaching for
eighteen years and I think that one needs to be very flexible about one's teaching style
because it needs to change.
I am responsible for coordinating the gallery-guided and hands-on art activity
program for community groups and special needs classrooms. I am also responsible for
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coordinating the re-installation of vacation week activities for children and families,
community groups. Right now, we're working on a preview for neighborhood residents
for a special exhibit. I am also a liaison for communities that we need to learn to serve
better, the under-served audiences.
We consider our community the world, certainly. We've found that our
immediate neighborhood is not participating in the institution as we would like to have
them. Those are communities that we are targeting right now and trying to find ways of
having them become more active participants in the life of the museum. We have a
number of programs in place and find the community is not making use of those
programs, so what I need to do is identify why and to develop ways to facilitate access to
the museum with programs for families, programs for community groups, and that brings
up a lot of issues: perception issues, transportation issues, sometimes simple, sometimes
very complex.
Actually the community seems to be very responsive. I’ve been, in the last couple
of months, going out a lot to community sites and I find that people there are looking at
me saying, "Gee, it's nice to have somebody come and make an effort and reach out to
us." I think that, in the past, we didn't perceive that was what needed to be done, actually,
to establish that initial kind of contact. And Ive also been bearing gifts. You know
we've taken memberships to community sites. That's something we're trying this year as
a pilot—giving memberships to community sites and asking the sites to take
responsibility for the check-in and check-out of the membership cards and the tracking of
their use.
We do a lot of free admission, offer them free admission and they come selfguided. That's not, we don't think, the best option for groups. We would like to have
them be with us in some way, especially on their first experience. So, we have a variety
of programs already in place that we're trying to hook them into. One is a drop-in family
program, the first Sunday of every month.

117

One of the large elements of our recent success is the installation of our LatinAmerican Gallery, which is South American cultures. Something that we have
recognized for years that is very important is that people come and see reflections of
themselves here. And, in large part, in the past, the Latin-American community around
us has not seen themselves, except in a very minor kind of way. So, we have made an
effort in the past number of years to change that and opened a gallery last spring, the
Latin-American Gallery. And we find that that is a very powerful provoker of response
from the community. We had a number of community events—^receptions, and previews,
and festivals, and people who had never been here, who had thought they might never get
here, came and were overheard saying, "Gee, I've never felt welcome here and now I do.
I've never seen myself here and now I do." And that is, has been an important beginning
for a lot of the communities. Now they come back to see other things, too. They
generally start in Latin-America, but they come back, then they wander off into other
parts of the museum that they might not have experienced otherwise. They're also taking
advantage of programming, we're now seeing a much more diverse audience in our
family program, we're finding that a lot of people are becoming members and that now
member's previews, for instance, are more diverse an audience.
We've looked a lot at staffing. We want to make sure that the communities we're
trying to reach are also seeing themselves reflected on our staff. We have started. I've
just started a pilot minority internship position that we're paying, offering someone, a
person of color, a sort of minor paid position. Something that's very clear to most
anyone, probably, is that in museum education, there are not enough people of color
coming up and, consequently, it's very difficult. And so, we're trying to address that on
the bottom level of starting to develop paid internship positions that would target the
communities that we feel are under-represented. We'll bring them in and start off right
there. We also have a commitment to diverse staffing on a number of our community
programs.
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I think that we've worked long and hard to get some kind of commitment from
museum administration that, in the past, there was not a perception in museum
administration and that this was, should be a priority. We now see that they are
recognizing that it is. We're seeing that in a number of councils, the Museum Council,
which is a group of people who gather to work on making the museum more of a
successful operation in many ways. They're now focusing on diversifying the audience in
many ways. The board is now working on that.
We go out into communities before designing programming and say "What would
you like to see happen?" That's happening now with school vacation week activities, for
instance. We haven't had any vacation week activities since '89, three years. We're now
putting them back in place. The grant to get funding for vacation week activities was
written in collaboration with two of our most active community organizations. That's a
very important factor of programming to us—those kinds of collaborations. The program
for community groups has been restructured in the past six months to provide much
greater collaboration between community staff [of organizations] in ethnic neighborhoods
and museum staff to develop the programming. That's fairly new. It was certainly a goal
in the past, but wasn't being actively worked on and looked at to see how we could make
it into something that would make it more of a guiding factor in developing
programming.
One of the changes that we've made is that our Museum Discovery staff goes to
the site more times before programming actually starts. In the past, the program staff
would do a planning meeting, usually here, because often the community staff had not
been here, ever. And so, we would have the community staff come here and have a
planning meeting, then proceed with programming. We changed that this year to have
Museum Discovery staff do, first of all, just a site visit, just to go and say "hello" and
introduce themselves and meet the people there. Then, go back for a planning visit, and
then have the community staff come here. So, that was something, I think, that we
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learned a lot from the special needs programming; that there was a lot more planning
going into special needs programming because of the nature of the groups. And that paid
off in many ways that we could see, and decided to apply that to community group
programming.
Certainly we try to have programming reflect who people are. We try to, weVe
developed teen curriculums that are about power and violence, for instance, because those
are very strong issues in the teen communities that we're working with. We have a
number of Hispanic groups for whom we have developed a curriculum that focuses on
their cultural heritage. We are using the African Gallery reflecting African-American's
cultural heritage. We get a lot of requests for these curricula and we offer them a lot as
programs that will be suitable.
Families have been extremely responsive to our family program. I think that
families are really looking for ways to participate in cultural institutions as sl family. And
a lot of parents don't know how to do that. They haven't gotten the kinds of experience
or, what they perceive as skills, to bring children here and enjoy themselves. The parents
are still worried about children not enjoying themselves. We've gotten a great response to
our Family Adventure program. We've also gotten primarily adults, I would say, within
the family groups. As far as community groups, I think that the staff has been really
responsive and makes an effort to use the museum more as follow-up. We haven't seen
individual re-visitation, and that's something we're trying to address this year, how to
develop the programming so that the kids are empowered to come back with their
families or with their friends or to initiate re-visitation through their community site.
I think that everyone on the museum staff is very excited. I think that, certainly,
everyone recognizes that there are populations of people that are not being served
adequately, or that feel excluded, or you know, that aren't making use of us in ways they
might. And so, I think that everyone's extremely excited that issue is being addressed. I
think, also, as far as getting that kind of inclusiveness, that we've developed a lot of
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programs for special needs, individuals, people with disabilities, that have also made a lot
of museum staff assess how they're serving the public. Primarily, I've been coordinator
of structural services, working primarily on access for people with disabilities in the past
five years. And am now moved to other kinds of addressing issues with other kinds of
communities. I think that the museum has made an effort in the past six years, probably,
to make sure that everyone is included in the very beginning stages of talking about an
exhibit. We provide tactile tours for people who are blind, and that's made a lot of
curators very sensitive to the differences in ways people learn. Not just for people who
are blind, certainly, but for everyone that if there's something tactile, something audio,
that reaches everyone in a different kind way. I suppose it's true that those issues around
access for people with disabilities may have then opened the curators up to other kinds of
ideas about serving communities.
I thinks it's, [the museum] certainly is more colorful now. We've come a long
way in the past two years. We're now addressing, or trying to address, putting staff
training programs in place around sensitivity and awareness of differences. We're
primarily looking right now at protective services—^the security staff. That's something
that we continue to have issues with, people being treated in ways that they shouldn't be
treated, both within the museum and outside in the parking facilities, and that's something
that we're certainly looking at how to best address. We haven't gotten very far with it yet.
So far, it has been somewhat on the defensive and that's something that we're trying to
address also.
We've been working on a capital campaign for an endowment for community
programs. It's been much more successful than any of us even imagined. We're much
closer to our goal at this point in time than we expected to be and have found that there is
an enormous response, favorable response to our efforts in community programming.
Within our department, the Department of Education, we've recently undergone
some kinds of structural changes. Part of that has been we now have two associate
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directors: one for community outreach and one for interpretation. And they work very
closely together to provide interpretation that is really hooked into communities. We've
brought in a lot of people to help us with that from the community. We, for instance,
just redid, as far as another language, we've just redone a number of flyers in Spanish and
have found that the community actually, although we have our community programs, our
Museum Discovery programs, are offered in Spanish, people are not interested in making
use of that. It is a nice indication to have Spanish on the brochure, but, in fact, there's no
need for offering programs in other languages. We do have our Spanish introductory
tours, and people do make use of those. We do sign language interpreting a lot. And, I
think that all of those kinds of efforts have made us more sensitive and more responsive
to things like labels, and the kind of language that's used on them, and how that is really
done.
Certainly in community programs we've made great efforts to address group
behavior. We do a lot of preplanning, previsit orientation, we go to the site and do
introductions. We're also developing self-guiding materials. Not only is the Family
Adventure programming to be self-guiding, but also the Museum Discovery program.
We've been looking for years at how to help the groups that come in year after year for
guided visits with us on how to be self-guided ultimately. By that process, we have had
to look even harder at the kinds of learning that's going on for kids and for staff, the kind
of orientation to the site and to the collections. This I think, I don't think it's been a
problem. One of the things that we have had to address, as I said, was that we found that
a lot of the staff [of community programs] who are new to our program had never been
here before, and so that's, we've had to put in place what we call orientations for staff
people, to have them come to have an enjoyable visit just on their own as individuals and
to begin the process of the experience.
The community certainly comes to us. We've gotten a lot of calls recently. I
think part of it is me personally, that I've been out in the community, both as a museum
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staff and personally, for a long time, so when people, when we sent out a letter, when I
moved into this position, people have been calling a lot Because they know me.
Because it's the personal contact that they feel comfortable with, that we will serve them
to the best we can. So, I think that that's certainly been a help.
A lot of the things that I've put in place in the past couple of months have
prompted response in ways that the museum staff hadn't anticipated. The community
memberships were something that I put in place. The minority internship was something.
My own perception was that the museum wasn't giving to the community, except for the
sort of programs: "Come here and we'll give you a good time." They weren't, we weren't
making an effort or willing to give anything like that, hiring staff people to come in and
do programming with us, giving communities opportunities to come for free, giving the
communities previews before the public for special exhibits, and so all those things have
been just started in the past couple of months and, I think, are getting an enormous
response from the communities, and, consequently, eliciting a response on the museum
end. We'll see how they all pan out. I don't know. I don't know whether the
communities in fact are going to make use of membership cards to come for free. It'll be
very interesting what we see a year from now. We have independent evaluators who
come in to do a lot of follow-up evaluation with the community staff. We have put in
place giving the communities passes to things, and we're tracking whether they're using
them as part of our evaluation process.
I'd like to see us much more present in the communities in the future. Fd like to
see artwork the kids have done with us on the walls and Fd like to see exhibits come to
the community sites that the kids were able to do in response to their knowing the
museum. Fd like to see the kids that we're serving today on our staff as teen interns in
five years. Fd like to see the minority interns that we're bringing in now, staff in five
years doing developing programming for the communities that they've come from,
basically. Fd like to see a lot of overlap—^the kids that we're seeing in Museum
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Discovery coming to Family Adventure and Children's Room, which is a free drop-in
program in the afternoons—^more overlap, certainly, than we're seeing now. And Fd like
to see it all expanded. Fd like to see Family Adventure every Sunday, rather than the first
Sunday of the month. Fd like to see Museum Discovery doing double the teaching it's
doing now.
I think that the greatest reward for me has been seeing people of all ages and all
abilities being able to do things and see things and leam things and say things that they
didn't know they could. That kind of accomplishment on their part is the greatest reward
for me, to see a child who never thought they could, come here, have fun and make a nice
painting that they know is beautiful. To be able to do things that they didn't know they
could has been the greatest reward for me, and that's why I keep doing it.
Actually in our department, we've been sort of trying not to define
multiculturalism. We find that it's a word that is abused a lot in the circles of education
and museums and intentions, and that certainly what it should mean or should serve is our
inclusion of all, and our being able to serve all, reflect all in our programming and in our
everything, everything that we do.
We've had the same staff ever since the beginning and, I think that they're very,
very enthusiastic and very excited about what's happening and our prospects for the
future. I think that, certainly, by the community having a larger voice, a louder voice, it
will change. But we only see it change for the better. That's part of what, certainly, we
hope for five years down the road is that there is that voice heard here. I might be a little
too optimistic, but I think that there's room for everybody, that there's room for changes
and that those changes are overdue for this institution. I think there are some, certainly,
who are threatened by that. People are afraid, a lot of people everywhere are afraid of
differences and the unknown and, but I think that the kind of work that we're doing now,
hopefully, by five years from now, they won't be so unknown and they won't be so
different, that we'll all have had some experiences that have opened us up a little bit to the
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possibilities to the diversity in the world. Clearly, that's our goal. Museum Discovery is
still being held up as the one integrated staff part in the museum, and that's difficult. But,
if that's what we are, then we have to address that and let that be and let it grow from
here.

Sharon Ferraro
Sharon, an Italian-American, grew up on Long Island in an ethnic neighborhood
which also included Jews. She is a product of Catholic schools and decided upon a
master's degree in art history after pursuing a pre-med degree. She is in her first
museum job where she is in charge of education in a college gallery.
Before we moved to Long Island, I lived in Queens. I went to a parochial school
called American Martyrs, which at the time seemed a perfectly normal name to me. It
wasn't until I saw Saturday Night Live's spoof on Catholic parochial schools that I
realized how ridiculous that name might sound to other people, but what you grow up
with is quite familiar and seems quite normal to you. At any rate, my mother wanted to
keep me in that school, so I had the experience of having friends in my neighborhood that
I would play with and hang out with, but the people I went to school with were Catholic
and a mixture of Irish-American and Italian-American. I don't recall any people of,
outside of the mainstream, who would now be considered minority cultures except for
two, two young Black kids who came in, I think, in sixth or, fifth and sixth grades. Also I
should say that it was a very tight knit group because the American Martyrs only had one
clas^ of each grade so this group moved up, grew up with each other: basically you dealt
with these same people all the time. George White was the name of the young Black boy
and Missy was the name of the little girl. And I was very friendly with both of them.
There was a group that would play together and talk together. I became friends, I guess
one of the funniest interactions, or odd for me now that I look back at it, with Missy. We
were very friendly, she would often sit by me or we would sit near each other, being in
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the same part of the class room. We had a very nice relationship. I remember each year
my family would go to Florida at Easter time and I would have the kind of skin color that
would get as brown as a berry. And each time I came back from these trips, I would go
up to Missy and we would compare skin color. And it was just this very friendly little
thing.
Never, up until very recently as an Italian-American, I never felt discriminated
against in all of my childhood I very recently went to Middlebury College, this past
summer, to take an intensive course in Italian, and because of the various movies they
showed us, and some of the discussions that occurred during this program, what I became
aware of, which I had never been aware of before in my entire life, was that there is a
very, very big tension between the North of Italy and the South of Italy. The Northern
Italians really are very condescending towards anything south of Rome. Now this was
disturbing to me, it really shook me up because I have always been very proud of who I
am, who my family is, of my heritage. Because Im a 100% Italian. My grandparents
were bom there [although] my parents were bom here. At any rate, back to this thing that
happened during the summer. I became aware of this tension between the two parts of
the same country and it really bothered me, it was very disturbing to me to hear about
this. So in a funny way, I never, I never felt discriminated against by any other ethnic
group, but now Im finding out my own ethnic group has this division inherent in it. I
think I'm still-it was, I still haven't quite absorbed it. To suddenly feel ashamed or feeling
the impulse to feel ashamed about something that you had previously been very proud of.
After college I had applied to medical school but I didn't make it. I became very
confused in that year. The way that I describe it now is that big question mark was just
hovering over my head. It's important to know that both of my sisters are doctors. They
are both older than me and I felt a great need of approval because certainly they were
approved of. And I think that element entered into my decision. At any rate, by the time
that I graduated, started work, I wasn't sure any more. I can’t remember exactly when it

126

happened, it may have seemed like one day I was doing this and the next day I wasn't. I
did a 180-degree turn around and into art school, applied art school. Don’t ask me, I don't
know why I thought that I would be good at doing this. I used to draw and I guess I was
pretty good at copying but it wasn't as if my — my talent, I don't think my talents were all
that great Then, by the end of those years, I was very poor, my parents were somewhat
skeptical of what I was doing, of course, and so they lent support to a certain degree but
in terms of finances they thought okay, well, this is your thing. So, after the two years, I
was dirt poor. I was doing various part-time jobs and one job came, was offered to me as
a full-time job, which I was glad to take because I was desperate at that time. It was with
a stock brokerage firm. I stayed there for a couple of years and during that time I was
taking evening courses in art history.
It ended up being that my focus was with Medieval Art. But, everything was of
interest to me for some reason or other, and I assume that this had to do with some
personal feeling about it. I think being very familiar with Catholicism, Medieval
certainly has a lot to do with Catholicism. I'm particularly attracted to things a little on
the abstract side, things that remain tme to surfaces. That certainly happens with
Medieval, it's all very flat. I like the typology, you know, the fact that all of these things
had such specific names Someone didn't necessarily have to be literate to look at those
windows. After I got my degree, I had a year's worth of part-time jobs, once again. One
of which was working at the museum. I thought maybe something could come of this
since I was a known factor. So when a position opened up, they said, "Hey, would you
like to do this?" I said, "Sure." And that's how I got into the museum.
We've never had any group approach us that feels the need to change the program.
We are certainly more than happy and open to accept exhibition proposals from campus
groups, although that rarely happens. I think you enter dangerous waters when you start
doing that. We do not have a mission statement. However, how we organize ourselves,
think about the gallery's program is by trying to be what we term as being as balanced as
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possible. So that means showing various kinds of art, whether it is bedanced in terms of
subject matter or completely within the artistic or aesthetic realm, formal realm, or a
political or social realm. Trying to, again, as best we can, balance the program toward
cultures of different sorts, art work from different cultures, one person, between men and
women, group shows, permanent collection shows, trying to hit on all of those areas
within the course of an academic year.
Quality is just so subjective. In terms of quality. I've quickly had to learn about
contemporary, because it's a different kind of animal than anything Id studied. We don't
have the option of knowing that things have already been accepted as quality. You're
taking from your knowledge and experience of looking at past art as well as current art,
and trying to make a decision about something that you might not have ever seen before,
so how does the thing strike you? I don't know how that all comes together. I think it's
the visual experience of looking at stuff and keeping up with your intuition. I don't know
how you learn that, I don't know how you learn, define what that is. I don't really know.
It really is intuition, I believe.
Being a small staff, responsibility pretty much falls to me to reach out to the
college and the community. The most that I feel I can do right now is, if we're doing a
special lecture, or a workshop, or film, or symposium. Ill go through the mailing list and
pinpoint certain people who I think might be interested or groups that might be interested
and then inform them. It's still somewhat on the passive side. I don't know what you do,
you can't really stand outside every show and invite people in. But I mean the most, I
believe at this point, what one can do is let everyone know that it's there. In terms of the
very specific, I remember for the Hispanic show last year, I made an extra effort to call
up certain groups.
Basically I called the radio station. I knew that gentleman who has a program on
Saturday nights. I called him, thinking that he would be in touch with various groups or

128

would know of various groups that might be Hispanic or interested in this show, to let
them know that it was here. He gave me the names of two or three groups.
We didn’t translate any material into Spanish. We wrestled with that on a
philosophical basis. I should say that the curators who toured the show produced the
catalog in English. Fve had a little bit of a problem with that. The only thing that we did
was a press release. It might seem funny that we didn't take the time to translate the
catalog, because it certainly did come up. But when I thought about it, I mean, I
understood the reasons why, the politically correct and sensitive reasons why it should be
translated, but then on the other side of it, we do many other shows that involve other
cultures. We’ve had an Italian artist here, a French artist, a Japanese artist. We didn’t
translate our press releases into French, Italian, and Japanese, and certainly there's a
community of all of those people here. So I wasn’t sure why we should suddenly, just to
be, because it’s become a norm, why should we would suddenly translate into Spanish?
Also, to tell you the truth, there was a little part of me that felt, "Maybe this isn’t correct,
but why shouldn’t they know how to read English? Why cater to them?" I know that it’s
quite normal to have bilingual labels, specifically with Spanish, but there was something
that almost, to select out those two languages, the fact that we don’t normally translate for
other groups. I live here. Plus I had a feeling that I might be a little patronizing. That
outweighed what the norm was. So we did not translate.
About reaching people from lower classes. I am interested in how other curators
attract new audiences, but this is my personal prejudice coming in. How can you attract
someone who goes to a Metallica concert? And I certainly would not change our
program just so they would put their body in the gallery. No, I would not do that. I’d like
them to come. They might like it or not like it, but I'd love for them to at least visit the
museum. But I don’t know who gets to the person who’s inclined to get in front of the TV
to view a sit-com. I’m not sure, if when we speak of lower classes, if we are referring to
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economics, because I don't think that's fair. We could be talking about someone from the
middle classes who has that attitude.
The constituency of this gallery are the people I see during the day. I don't know,
maybe there's a different population that come to openings, but I would say it's pretty
much fifty/fifty students and then community residents. In terms of color, the majority of
the people living here are White. We keep track of attendance but we don't keep track of
whether the person was Asian-American, Black-American. I guess you could be a little
bit more interactive and do a questionnaire asking the person's background, ethnic
groups. I have a feeling that we probably are reflective of the percentage of the
community [of color] in our attendance; we're probably reflective of the percentage of
people who live here. Although with the Hispanic show. I'm hesitant to say that I saw
any more Hispanic people. How would I know that, really? I'm hesitant to say there
were any more Hispanic visitors than normal. However, for the Faith Ringold quilt show
back in '89, an incredible number of, of course it was just obvious because of the color of
their skin, an incredible number of Black people came. I'm sure they came because it had
everything to do with their, what they understood the show to be about. The quilts
themselves were stories that she [Faith Ringold] had done about her people. The
Hispanic show, although these works were by Latino artists, the younger generation, it's
very pretty conventional art work. It would be interesting to see, I think, the comparison
with the work of a Black artist who does very modernist, formalist things. I wonder if we
were to show the work of this sort of artist, whether that kind of work would have the
same appeal. Just based on the fact that he was Black. I don't think in that particular case
I would label the exhibition as being by a Black artist. The work wouldn't have anything
to do with who he was.
I've always worked with people. In every job I've held. I've depended on people
and they've depended on me. What’s important for me is an atmosphere of a group
situation where everyone is working together, everyone is sharing information. Doing
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this, working hard for the betterment of whatever purpose was set by the group and
keeping a good sense of humor.
I’d love to get more of a staff here, a real education person. It's a way of thinking
that I don't have...of reading the various communities. It would be a little more creative,
and there'd be energy and time. It’s great to sit here and wonder about what definitions of
groups there are: people of different colors, different ethnic groups. Getting them here,
keeping them here, and getting them to come back. Attracting lower classes or whatever
that means, trying to get new audiences into the museum.

Norma Greenhill
Norma grew up in Arizona where she earned a degree in psychology. It was after
her children were in college that she entered a graduate program in art history. She is
White and works in the education department of a city art museum.
I badly wanted to be a teacher, ever since I was ten years old I wanted to be a
teacher. When I started in Arizona, that was really how I was going to go, but when I
finally got my core courses done and got into my major, I found I had to take the history
of education, the philosophy of education, in one quarter. It was too much for me; I just
couldn't handle it, so I had to search around for another major. It was an accident that I
got into museum education. The curator of education at the local museum was in the last
class I took, a seminar. I didn't know much about any kind of museum job. I just asked
her if there were any kind of openings for interns. She asked me to come down for an
interview. I got this internship, and I will have been here seven years next month. The
internship grew and they found some money to pay me, so I've been on permanent
funding since 1988.
My only multicultural experience was just living in Arizona. There's a lot of
Mexican culture there and it's always intrigued me. Also Indian culture. I was very
interested in this and African-Americans, too. I just wanted to know more about these
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people, so I was always curious, but I really didn't have any more formal education. I
think what helps me in my job now is my interest in people and my concern about people;
that everyone comes from a culture, they all have something to say, and it's all important.
I'm bothered about Eurocentrism and I realize my education was kind of Eurocentric. I'd
like to do something about it. I hope that I see a trend in this country that we are getting
away from that. It's very hard to do.
We had a Hispanic exhibition here about two years ago, two and a half years ago,
with Late Art from Central America. And that was the first time that I'm aware of. If
they've done it before I wasn't here. On getting the Latino community involved — we
had a very nice steering committee, we invited leaders from the community to come in
and talk about the exhibition, what it was, and ways to reach the Latino community—
people that we might hire as artists, as musicians and things like that. We hired some
multicultural staff, a woman who was bom in Mexico who worked for us for about four
months as sort of coordinator of this project and as a translator. She would translate our
press releases so that they could go out to Spanish newspapers, Spanish speaking radio
stations. She also knew a lot of people that we could get involved. We had a wonderful
festival, which was like a family reunion, nobody wanted to go home. It was just a
wonderful event. One of the artists from Guatemala came up and helped install that
exhibition. I'm not sure the steering committee was involved in that, but we had this
fellow who knew the artists, whose work was also shown, so he was a big help.
Actually, there was another woman we had, too—we were very fortunate because
we had interns from the college—^Maria Nieto, who is from Colombia, or Costa Rica.
Anyway, both women were working here at the same time, we felt very blessed. Maria
was working as a volunteer intern. Neither one of them is involved any more.
The heart of the problem is that the membership really sort of does not come to
multicultural events. We try to get people involved with the show in some way, but
attendance just drops. For these beautiful exhibitions, attendance by regulars just tends to
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fall off. I can't give you any numbers, but this is a problem that we see. One problem,
the exhibition opened in June, that was a real serious problem. We don't have as much
attendance at the museum in the summer as we do in the fall. So we couldn't make that
family link through the school tours.
We had a Native American exhibition here this year that was a, very, very
successful, with school group tours. Unfortunately, this year the exhibition came at a
time where we got broken up by [the] Thanksgiving holiday and Christmas holiday. But
it's been so popular. And I think in our planning we'll try to make sure that these shows
happen during the school year in the future. I think it's really something we have to keep
in mind.
Our advisory group is wonderful, they were so thrilled with the first show that
they were happy to come back for another Hispanic show, and when they came back for
the first meeting they said that they had had the best time. They're still talking about the
poster for the first show. They really didn't have any suggestions for ways to improve it
[the next exhibition]. And they are so willing to do anything for us, and every time we
call these people they've been so cooperative. It was the first time we had bilingual
docents that we trained, so this time we wanted bilingual docents and I called lots and lots
of people: many, many people were interested in taking the docent training. About six
people did the whole training. When I called them, to ask them to do a bilingual
program, they dropped everything to do it. It has just been a wonderful experience,
working with this group of people. But we need to keep trying to attract our regular
members.
We had a wonderful day last fall. We had a Jacob Lawrence exhibition. We had a
theatrical performance. We thought this would attract people. We had African-American
food, African com husk dolls, we had artists showing their work, showing calendars and
various works that they'd made, but we had very poor attendance. And we did have good,
I thought the publicity was fine. We had a picture in the paper, but... so, we would like
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to overcome this. And the powers that be here in the administrative building know about
this problem. We just try.
It's interesting. Three years ago when we did a docent training at the museum,
two African-American women signed up to take the docent training and before they were
here a month they were asked to be on the advisory board. They are so involved now,
they hardly have any time to be docents. We do try to bring these people in, and the more
we do, the better it is. We haven't been able to hire anyone. We have an AfricanAmerican women who works on the Sunday program with a studio-art workshop leader.
She's been doing this for seven years. She's just wonderful. For the African show last
year she was my cultural advisor, and she was great at getting the Black community to
come down and talk to us about it. They set up programs they wanted us to use. Of
course I had to get some programs that my people wanted to use. We kind of balanced it
out with a very happy result. We had specialists [on African art] come and give talks and
they [the Black audience] were very, very supportive and really appreciated all the
programming we offered, but again, with the African programming, the attendance by the
general public dropped down. Then last week, we had a woman talk about women's
issues in Africa. We got a good attendance for that.
I'm not a regular member of the exhibition planning staff, but sometimes I go to
the exhibition committee meetings. Jane [the department head] is a regular attendee at
those meetings and she is a wonderful administrator. She knows what we want and she
goes there and speaks for what we want. Also, our director is very supportive of the
multicultural kinds of things that we can offer.
It would be wonderful if we could have somebody on the staff who was, well, the
thing is I'd like an African-American and a Hispanic person on the staff. In the mean
time, just to get these people involved in helping is really an asset. Training docents, if
we could get people to train the docents. I've been trying, and it seems that we are not
training at the right time. Our goal is to have some bilingual docents who will give the
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school tours. We'll keep plugging away. We find that most of the women, Latino
women, have to have jobs. They don't have that freedom to come out in the day time and
give school tours as part of our docent program.
We're trying to bring in new ways to do things, but it's very hard to do. It's also
hard with our regular programming that's been in place We have an Asian program we've
been giving for maybe eight years. We have docents that are giving that tour who took
the training eight years ago. And I guess what we've done with that program is to try to
bring in more of the everyday life of Asia, what the Chinese student might do during the
day. We try to show Japanese life and talk a little about that, but we have the resistance
of the older docents, who don't maybe come to the training. They're still doing the tours
the same old way.
We have certain tours that we give year after year, they sort of go with the
territory. Jane and I would like to spend some time to revise the tours to make them
relate to all cultures, we talk about doing this. Because we are so short staffed we just run
out of time. We need more people on staff. We have one wonderful docent, an AfricanAmerican woman. She says we are the only place that's open to her ways, to her
suggestions on how to reach the African-American community. She said she would like
to work with us when we review our regular school tours to help make them relate to
different cultures. She does a tour, she sort of does it her own way. She's trained to do
the Asian program tour. She tries to make comparisons between Asians and the AfricanAmericans. Also, when she does a sort of an independent tour with the Hispanic
students, she'll kind of go out of her way to make it relate.
She says, "You've got all these kids coming in here and you're telling them things
that don't mean anything." She gives us really good advice, but because we're always just
trying to keep up with what's coming next, we haven't sat down and really tried to change
things. Even if we did change, we'd still have these people, begging us to go back. We
have in mind doing a new American tour that we're going to try to get a grant for and we
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want to get involved with teachers and bring them in to work on having this be a
multicultural tour of the American collection. But that's still, like, two years down the
road.
We have teachers on the advisory board when we develop a new tour, but we
generally haven't gotten teachers involved in temporary exhibitions. We kind of pull
these things together fast. When we do things that last for a long time, we try to get
teachers involved. We also have a teacher evaluation. With every tour that we offer, the
teacher is supposed to fill out a tour evaluation. We look at these things, we know what
they like, but even so... Sometimes we've got Spanish or bilingual speaking groups who
come in here and these are the kids that have a problem here, even if they have a
translator, there seems to be this problem. And I know it's that we're not, somehow,
making an appeal to them. It could be as much as 30% of our visitors who are AfricanAmerican and Latino. Maybe its 35%.
We all seem to have the same interest in multicultural programs and in drawing in
all of the people who live here, to find a way to get them to want to come here. We've
done some programs with the blind, with the hard of hearing. We really just want this to
be a place where all people want to come and feel at home here and feel excited about
being here.
Flexibility is my most important asset. It's also, I care a lot. I want the kids to
come here and have a wonderful experience and want to come back. This relates to my
own experience. I love museums, I didn't as a child because I didn't go that often. But
after I took those courses at college, I just have to go to everything. Every time I go to a
new town I have to find out where the museum is, I just have to go there. It gives me so
much pleasure. I want other people to get pleasure from coming to my museum.
To me it's so important to be thrilled by visual stimulation and to be able to look
at something and get satisfaction. Everyone gets a different visual satisfaction. It bothers
me when I see people going by, just hurrying by and not really looking. I guess I just
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want people to stop and look and think about what they are seeing. For me there are a
few things that are my favorite objects and they just give me a thrill to see in a museum.
I want everybody to have that. I think that it's developing a sense of aesthetics, of
enjoying what you see, the art, the beauty in the world.
I think quality is not a term that really works. I mean, if this is an expression from
a Latino, they are expressing something that's different from the polish of the European
artists, but that's an important expression that we ought to be open to. The stuff that's
coming out of New York, how can you make a comparison? When you talk about
contemporary art, you're talking about something different anyway. I think
multiculturalism's the way they have to go. I don't see it as a danger. I think for too long
we've been turning our backs on half the world. More than half of the world's art
production.
I think the most rewarding thing in doing these programs is to have someone from
another culture come to me afterwards and thank me for what we're trying to do. That's
happened to me a lot with the African exhibit, even when I was doing the family
programs. The African-American people would come to me and say," Thank you." The
African-American woman who is the [volunteer] African program coordinator said that it
was just like heaven to her that finally such an exhibition came to this community. She
said, "I can't believe it that this really happened." Other people would say the same thing.
A lawyer said to me, "You people, you are the only people who do anything for our
community and you do wonderful things, you should be rewarded, don't stop." So we
know we are making inroads with certain people. Leaders of the community are very
supportive, but we want to reach more people. I think it's possible, but I think you have
to have input from those various groups. I don't think I could sit down here and come up
with a program. I really like input from people whose culture I want to attract. I think it's
really important for the Afro-American woman to tell me what's meaningful to her about
what we do and what doesn't work. Because I don't know those things.
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I think you have to balance, you definitely have to balance properly, the input.
You take certain things and try to choose what's meaningful to everyone. I mean, I think
if we try to make it meaningful to just Afro-Americans then we are going to lose the
others, so I think we have to balance this. But there are basic things that appeal to all
people, it doesn’t matter who you are, those are the kinds of things we want to find and be
able to zero in on, the meaning of our presentations. We try to do that with all shows.
The Native American program [for example], we thought we were presenting the Native
Americans honestly, but it certainly would have been nice if the catalog had been written
by a Native American person. I'm sure that we made some mistakes, but we tried very,
very hard to present an honest depiction of what Native American art was. But we were
criticized by people who visited.
We have changed. How does that happen? I guess we wanted to do that all
along. Actually, when I was first working here as an intern, we had a show here called
Six Black Artists. That was really the first show that I was involved in, and I did a
Sunday program. We did a series of four Sunday programs for the African-American
community, and it was very exciting to see these people come in. We've been trying to
do this for more than just two years. I think multiculturalism means to me that we want
to provide programs for everybody, we want to make this a place where everyone wants
to come and not just the few wealthy friends, but everybody. We want this to be a place
where every member of the community can come. How we do this is to offer programs
that appeal to everybody, to a diverse audience, all these people out there. This is a
beautiful collection, and it belongs to the people of this area, to everyone.

Olivia Grieder
Olivia has a master's degree in counseling psychology. She worked as a social
worker and as a staff trainer before returning to school for a master's degree in art
history. She is White and is curator of education at a college art museum.
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We're now starting to do more outreach to the community in ways that we never
did before. We ran our first children's program this fall. We'll do another this spring.
We did our first teacher's workshop this fall. Our number one priority, of course, is the
college community, it has always been that way. But we are also feeling, I think, a wider
responsibility now to the community at large and also to, particularly to, school children,
and to children who come in on their own with their families, too. But also to the
schools. That is something we just didn't want to do before. If a teacher called and really
was fairly assertive in asking for a tour or making arrangements for a visit, that was fine,
but now we are actively seeking teachers to come in to attend workshops here.
My guess is that the definition of multiculturalism will change over time as our
culture changes. What's considered minority now, may not be minority in the future, and
the future may reshape our entire sense of what's multicultural. At the moment, I think
multicultural programming involves providing programs that show a multi-faceted view
of artists and talk about artists who are from different cultural backgrounds in an attempt
to provide alternative points of view that are not necessarily mainstream points of view,
not necessarily white, male, European.
Usually when an exhibition idea is proposed, I may not necessarily be there for
the discussions right at the beginning, but at some point in the early planning processes,
for example, two or three years ahead if it's a major exhibition, I will sit in on the
discussion and kind of talk about some of the educational programs that might be relative,
how it could work, how it could be used to reach different audiences.
In terms of a community advisory board, we don't have that. We do have our own
visiting committee, but it's definitely not community based. We have people from the
west coast, east coast, all over the country, generally alumni from the college, but not
necessarily art graduates. But they're not representative of the broad range of people in
the community. Now, our community, of course, is something like 96% percent white, so
in terms of multicultural programming, if you look at our town as a whole, that becomes
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a very interesting question. How much of our program ought to be related to 96% of our
community. If you look at the college, the figures there are much higher in terms of
minorities. Just looking around the campus, it's much more evident that we have, there's
a lot of Black students, there's a lot of Latino students, Asian, all different nationalities.
Our recent Latino show was really exciting. It was an exhibition that we thought
would appeal; it was definitely a multicultural exhibition by a Mexican artist. We got in
touch with a group of Latino students and they worked back and forth with us, we did
some cooperative programming, they had a Latino week, publicized an art event to their
members and so forth. We had a teacher's workshop. It turned out to be mostly Spanish
teachers from elementary schools and high schools all around the area, to hear about the
show, and then they brought back their classes [to see the exhibition]. And there was
something like more than four hundred students who came back as a result of that
teacher’s workshop. We had a family program that was advertised locally. It was
participatory and worked great. Although I think there were a lot of people who may
have seen the announcements about it and said, "I'm not taking my children, the subject's
too morbid" [Mexican art frequently deals with death]. But those who came, really got a
lot out of it. There were maybe eight or ten families involved. They were not Latino
families. There were some after-school Latino programs that made arrangements to come
and we did provide, we tried to provide Spanish speaking docents. It was pretty hard for
us because the students, our docents, just really did not feel comfortable, in terms of
Spanish, or we couldn't schedule it with the times that were available. But there were, in
the housing projects there's an after-school program for, arts programs for kids, most of
those kids are Puerto Rican and they came in two or three different groups to see the
show and that was very successful. We advertised through social services. Just lots and
lots of people came. It got very extensive coverage in the papers.
I had an intern working full-time for the summer, and one of her primary tasks
was to develop special mailing lists and press releases for exhibitions coming up that
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related to Latino artists, one for Native Americans, and African-Americans, because those
are the other exhibitions coming up this year. She got in touch with organizations that are
involved in those issues and got mailing lists from whoever she could. Just recently I met
with the assistant dean from minority affairs. We're going to do some special programs
for the Black Student Alliance.
There are a lot of students who, regardless of their ethnic persuasion, are not
interested in art, at all, in any way, shape, or form and we certainly may not reach those
people. But, in general, I think, the response has been good. We were really pleased with
the Mexican show. One thing is just finding out who the people are and where they are.
I called around last spring, trying to figure out if anybody on campus had a mailing list of
suitable community organizations. I must have gotten the wrong office. They had no
idea, they sent me to the district attorney's office that handles battered women's cases and
suggested that they might know of agencies. Well, they didn't know what I was talking
about. I was very surprised. But once I got into the channels, then it became very easy.
Once people sense that you are interested, they are very forthcoming and there's a whole
network of people, that once you get into it, it's much easier to operate.
We, much to our chagrin, realized that our programming for this year for Latin
American art was largely Mexican and there are almost no Mexicans anywhere in this
area. There are a few, but certainly the predominant Latin American group is Puerto
Rican, not Mexican. Actually, last spring I had a volunteer come in and I had her go
around to some of these organizations and tell them what our upcoming programs were
and what would they suggest in the way of who to contact and how to advertise and so
forth. They were all very nice and very polite but they also usually said at the end of the
conversation, "Why are you doing all this Mexican art in this area? Why don't you do
something with the Puerto Rican artists, for example?" It was tough. You know, you just
do the best you can with answering these questions. You know, some of it is historical
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accident. So it's just one of those issues that you can't address now, but maybe in future
programs we could.
There are attitudinal issues that are barriers to community participation. The
longer I've been in this job, the more comments I've overheard about the school's elitism
and, "Gee, I'm so glad you're doing this outreach into the community, you've never done
anything like that [before]." You know, there's a lot of negative response, negative
perception of the school. In the past it has been very distant from the community. And
how much of this is the college in general and how much of it is the art museum is hard
to tell sometimes. And how much of it is the school versus perception. Our doors have
always been open to people in the community. There's never been an admission fee and
there's never been any requirement that you have to be a student here or related to the
college to get in. But many people assume that that's true. Or they feel that they would
not enjoy the kind of art that's being shown here. So, it's one of these things. Actually,
from the college we've gotten very good support for programming that we try to do. We
certainly don't get enough in our normal annual budget from the college to provide
symposia, lectures, workshops, that kind of thing, but we have frequently been able to go
to the committee for community policy that has some money to fund a speaker.
Relationships with the Art Department and the museum have not been good in the
past. I think we're into a new era, which everyone I've talked to is just so grateful for.
We're now at the point where we're just trying to establish tmst between the two
departments. The issue of multicultural programming is one that's adventurous, there has
been no interference. There's been assistance. The faculty in the art department have
been very generous in giving us advice about exhibitions and artists that they think we
might be interested in, advising us on acquisitions, and being speakers for programs that
we offer. I think things are really on a much better track now. No one raised the issue of
quality during the last [Mexican] show.
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I try to use a simple vocabulary because Tm trying to appeal to people who don’t
necessarily know anything about art. I think curatorial communications haven't changed.
We did make an effort to get translations of our labels. During the Mexican show they
were on the wall and there was also a translation of the label text as a handout that you
could take home. You know, you do need to change what you say. But in general, I
think, well, we are a college museum so people presumably are above a sixth grade level,
the bulk of our audience. But, I do feel that we need to be more approachable, more
accessible. I'd like to do more with special needs groups, and we're doing an accessibility
study. We're starting to work on some of those issues.
Our volunteers loved the show. Last year, we started with fifty undergraduate
students who received training to become docents. Fm not sure exactly how many there
were this year, and then we trained another twenty-five in the fall. So maybe we have
about fifty on the rolls now, and they were very, very enthusiastic and enjoyed it so
much. This turned out to be an extraordinarily easy show because the work was so
immediately powerful to people. I can imagine other shows by other Mexican artists that
would not be that way, where there would be a great deal of frustration trying to help
people understand what was being said. Perhaps some of the shows coming up in the
spring may not be as pleasant. My major frustration was in not knowing how this show
would look until it was actually installed, but that was generic to the installation, not the
art.
I just wanted the public to come in and see the art. Then I know at least I've
reached them sufficiently, so they see it. But in a deeper way, I know that we taught
people a lot about the tradition of another culture. The people who participated in the
family program, they'll never forget that. It was a very moving experience. Everyone
there had experienced a death of either a family member or, in a couple of cases, a pet.
People who had pets that were close to them. They said, in person or on the evaluation
forms, that it meant a lot to them to be able to look at death through this kind of
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[Mexican] ritual. So, they were definitely reached, those people were definitely reached.
There were others, the teachers, who came to the workshop. If they brought their kids
back to see the show, they must have felt it was worth it to their kids, or they wouldn't
have come. It's a huge effort for a lot of them. It was our first workshop for teachers.
There are kids who come and they don't know anything about being in a museum
and the first thing they do is run up and touch the Picasso, even though they've been told
not to. There are other kids who, I mean this is just across the board, I don't think
necessarily it's ethnically related. We had a class in today that was very ethnically mixed
and the reports I got from the guards were pretty awful in terms of their behavior.
I think a willingness to fall flat on your face is very important. It's hard. When I
first had that volunteer last spring to go out and figure out who the organizations were
that were important, I was intimidated and I realized I didn't know a thing about these
organizations, I didn't know who they were, didn't know what their attitudes were going
to be. I thought they would possibly say, "Well, I'm sorry we're not interested at all, this
is not Puerto Rican art," or something like that, or that I would say the wrong thing. Or
they would perceive it as prejudiced in the first place to even be selective about our
mailing lists and audiences. I had all kinds of fears and none of them turned out be major
problems, except the issue of what kind of art was shown. They were just grateful that
anybody cared enough to pick up the phone and call. So, you know, it helps to be a little
bold. And then, you know, there are all kinds of issues that come up about. I'm trying to
remember specific things, you know when you try to really be multicultural. For
example, there was an orientation program for incoming students, who are minorities, at
the end of the summer. And I specifically called that program and said would you like to
come to the museum. I'd love to give you a tour. So, they said, "Yes." I prepared this
whole tour and got African sculptures out of storage, I selected all the Black artists I
could find, Asian artists, everything, and they [the students] wanted to see the Monet.
Any time I try to go out of my way to present something meaningful to them, it's laying
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myself open to see whether they agree with my perceptions of them. And I can easily
make a fool of myself. That one turned out great, they were wonderful students, just
incredibly polite and responsive and alive and it was a real pleasure.
The only thing I would have changed about my education would have been to get
a broader education. In my master's program [art history], I specialized as much as I
could and that's fine if I wanted to be in that area, prints, drawings, and photographs. But
as a museum educator, my responsibilities are to the entire collection, all periods and all
media, so if I'd had broader based education, that might have been helpful. I feel that I
was very, very lucky to have had this prior career, really, in education. My previous
master’s was an M.Ed., so all those learning theories and adult learning theories and
what's the difference between training and education, all those things, come fairly easily
to me. I'm familiar with the jargon and so forth. And I do think those [learning theories]
are, they are important for this kind of work. I think some of the most important things
that I learned for this kind of work, I learned in trying to do staff training. I was a staff
developer. It doesn't matter what the subject matter is, you're taught that this sort of way
of thinking that what you want to do is prepare someone to walk out of here with being
able to do x, y and z when they walk out the door after the program. And so, it's a very
different approach than the art historian’s approach. I think for museum education, one of
the most important things is that you not try to be an art historian. You have to have that
background, but in fact, what I feet is important for me to do is more teaching on how to
look. That's how we try to train our student docents to do their tours.
I'd like to give the visitors as many skills as possible each time they come.
Hopefully they'll pick out more that will enable them to look closely at something. They
don't necessarily have to know the period of art, biographical details, or whatever, but
that they'll be able to look at something and see lines, shapes, colors, elements of art, they
will be able to ask themselves questions about it, why did the artist do it this way, what is
the effect and be able to kind of add it up and get some kind of emotional impact from it
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or intellectual impact, whatever. That they can do that from looking and then if they
want the art history, too, they can always get that from books. But I think the hardest is
to learn how to look.
I think the thing that’s most helpful to teaching is that people teach the way they're
taught. And if we want our undergraduate docents to be participatory in their style of
relating to the public, we have to teach them that way. And that’s not an easy transition to
make. I was taught by lecture, except during my period as a staff trainer, which is a much
more participatory style. I think it’s too bad, coming out of art history programs, which
many museum educators do, that they don’t know anything else but lecture style. And I
don’t think that’s the way to learn the kinds of things I want students to know.
It’s fun. I like teaching. I get a kick out it when somebody learns something. I
like the exposure to a lot of different people. For me, it’s very personally rewarding to
feel that maybe in a little way I can use this to help combat problems of racism. In my
own personal case, from the last exhibition I now know a part of a culture in a way that I
wouldn’t have known it before and I see hundreds of people now who learned about the
customs of another culture in a way that perhaps they didn’t know before. And I think
that all helps. The more you know about another culture’s background and traditions, the
more you can understand the people.
Art is so personal. Sometimes I find, I find minority artists much more personal
in what they are trying to express. It’s not as intellectual, it’s not as abstract; it’s
accessible and creative and it just seems to draw from their lives and put it all together
and it’s very unpretentious. It's art that has more of a message to it than a lot of our
[American] past work That’s just a personal prejudice of mine, that I prefer art that has
something to say, rather than art that is purely formal. Art is about issues and tensions. I
think when the work is so filled with content, the tours should center on that But
certainly, with our permanent collection, we stress the formal aspects; I think that’s
important
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I think our museum collection is definitely getting broader and more inclusive,
more multicultural. The grant requirements from NEA, from Metropolitan Life
Foundation, from all these different sources, all try to slant proposals towards inclusion of
under-served audiences and programming that is multicultural. I think those things,
given the state of arts funding, those things really drive the system. There are also things
like the American Association of Museum's Excellence and Equity, which I think is a lot
of gobblygook, but also it says that they are really stressing the importance of education
in museums.
Education easily becomes a money-maker issue in a museum and sometimes the
effort is just to bring bodies in and get the count up, and it's not clear what people are
getting out of it. But there are different levels of, you know, it's very hard for me to
determine what I think is the real worthwhile use of the museum. I think in many ways,
just getting someone to come in is worth it. In other ways, I think that some of the
programs that are coming up are very valuable. I just saw one in New York, at the
Modem. It's very intensive training of a small group of teachers over the course of
several sessions, on how to be their own teachers, using museums. And Td like to do
more of that. I'd like to see museums really teaching other people how to train
themselves or train their own students or whoever they have. Now, there's one problem.
It's very interesting, a kind of dialogue that's going on between people associated with
public schools, people associated with museums, where the museums are seen as the birth
place of innovation, the place where you can try things without reprisals, and the public
schools as the places so controlled by bureaucracy and fear of parental feedback that they
can't do anything. So museums in some sense are the forefront of reform in educational
efforts. But, it just occurred to me how schools are in this predicament in part because
they are so responsible to their communities. Now, as museums become more
responsible to their communities, is the same thing going to happen? Are we going to
end up seeing that, you know, a local board says, "No you can't show nudes in your
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museum. We don't like it." I don't know. In a way there's a lot of freedom to do what we
want because we're a private organization, specific to us. And we don't have to deal with
city regulations, city funding. So, I don't know, it's a complicated issue.
Five years down the road we'll be into the year 2000! Fd like to have a program
where we're much more tied in with the community. We've never done anything with
them. I'd like to have our [college] resources help out in some way. I'm constantly
searching for ways that our resources, which are so much greater than those of many
other arts organizations, can help them. Can help the schools, can help community based
organizations. I'd like to see that our exhibition programming every year includes work
by people from other cultures. Fd like to see our acquisitions continue as they have been
over the last couple of years anyway, including works by other cultures. It would be nice
as time goes on to do more intensive looking at the permanent collection. You know, our
major strength in our collection is nineteenth-and twentieth-century art How do you re¬
interpret that from a more multicultural perspective? How do we teach that better? You
know, there are a lot of questions. Quality is a big, big issue. You can define quality
very differently depending on what background you're coming from and what you think
is important in art. And, Fm not sure that I am as loose as some people are in accepting
anything just because it's from another culture. So, those are challenges that Fm going to
have to face, Fm sure someone is going nail [them] to the wall at some point in the next
five years. Just what is good art? There's a lot of work ahead.

Nancy Ivors
Nancy grew up in a small Midwestern town where her father owned the major
business. She is White and of mixed European background. After some time in Boston,
she moved to a rural New England community where she is curator of education at the
art museum.
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The first discrimination I ever felt [because of my ethnic origins] was when I
moved to Boston. I had never come across that before and I realized that there was a real
discrimination between the Old Boston Yankees and their attitudes toward these so-called
"Irish Catholics" although I wasn't Irish Catholic. Tm a mixed heritage, I'm German
mainly, half-German and French and Irish descent. I really began to realize that we were
considered second class citizens in Boston. That was quite a shock to me, and I thought,
"God, this is back in the Dark Ages!" I think this country was founded by descendants of
English Yankees and the Irish that come here to work in the mills. We go to work in the
biggest states and we're considered second-class citizens. There are still people in New
England who look down upon us. I won't ever forget the first opening I went to, where
the leading families, the ladies came up to me and said, "And my dear, what are you
doing here?"
And I looked at them and said, "I believe the same thing you're doing here. Im
looking at the art."
I went to Catholic college in New York. I felt, I think, now this might seem
strange, but I felt a real spiritual gap. I was raised Roman Catholic, but I never had any
religious education. One should grow spiritually as well as mentally. I felt that I would
find this at a Catholic school in New York City. I found both. Art history became rather
a hobby of mine because I had gone to a religiously affiliated college where it was
instilled in us that we had to go out and save the world. I think that if there had been a
Peace Corps, I probably would have joined it. Instead, I went to New England and got a
job as a social worker for Catholic Charities. I had a real desire to help and probably a
real affinity with these the young women served by the agency. I was 21 years old
myself and could really relate to them and was idealistic and all. But, during that time, of
course, I spent a lot of time going to museums in Boston and New York.
After my last child was bom, I really decided I wanted to go back [to school] and
get back into the arts. I took art history courses, loved them, and then began to look into
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graduate programs. I also had worked for four years at helping start the docent program
at the local museum in the town where I now live. I got involved and enjoyed being a
docent, teaching. I noticed that I had an instinctive ability to teach. Eventually, I got the
job as curator of education.
When I came here, there was no education department at all. There had been
three programs that Junior Leaguers had developed and run. The director wanted me to
develop programs around the collections. And, with the help of docents—I let them be
involved in everything—^we put together within four months, we wrote and developed an
Ancient cultures program, a new Native American program, and an American program. I
also developed, on my own, a program for use in the schools where I introduced art to
children through reproductions. That developed it into a four-part program. Very
successful. We started teaching workshops, working with schools, trying to develop
programs in schools that would reach their curriculums. In the beginning, the Junior
League resisted change, but the gal that was mnning it was leaving town. They resisted
having a professional staff person come in and take over their program.
I've tried to develop tours for people with hearing disabilities. The problem with
that is that you need a translator, someone who can sign all the time. I have done some
programs for children with emotional, physical, and mental disorders. We are open to
that here and I think that's very important. I think the museum is very open to working
with anyone in those categories, if they wili work with us. We have a very limited staff,
but we do it
About that time we hired a curator who was from a school that felt that art should
stay on the walls and not be interpreted. He was anti-label, he was really anti-public in a
way, he was really elitist. I felt that the museum should be an educational center for the
whole area, for teachers, students, adults, and that we should make our programs appeal
to a diverse population. This is mainly a blue collar region, but there are some very
intelligent, you know, people who would like more. We should have different levels of
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programs for the people who are at different stages of aesthetic development, those who
are at the first stage of aesthetic development and then for teachers. I always want to
develop programs for them and the students. We get into role-playing with children,
using costumes and props.
There is a real line of division between the director and the education department.
I am not involved in any curatorial input at all. I am allowed to design educational
programs, but they have to be approved by the curator, and I see a real need to do exhibits
that complement our own collection, such as our American collection and our own
history. From looking at teachers' needs, I see curriculum needs we can fulfill.
The first of the exhibits I did was called an educational exhibit, which I was very
fortunate, I guess, to be able to do. This was a print exhibit which I did for high school
students where I showed nineteenth-century American history through lithographs. After
the tour we sat down in little groups and discussed how these prints embodied different
aspects of American culture during the nineteenth century. There were agricultural and
agrarian lifestyles, then the change to an industrial lifestyle. Transportation, technology,
prejudice. We had a selection of Black prints. Religion. Religious movements that were
going on in the nineteenth century. Sports and leisure, and reverence for the landscape. I
really pretty much designed this show myself from just American history and, looking at
American history from the viewpoint of the printmakers, giving the students some
perspective on what was popular culture, you know, a perspective on American history. I
feel, I think I have found, through my years at the museum that not only students but
adults really enjoy looking at art from an historical perspective and a way in which they
can relate to it and then, if you start that way, with something they feel familiar with, you
can get into the more aesthetic.
In another exhibition, we focused on four different areas: Native Americans, the
first settlers, the missionaries, the Revolutionary War, then we got into the arts and when
the writers and the artists came to this area. For the children, we had four different
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dcxjents for the program and it took a lot of work. One docent that dressed as a Native
American, one dressed as a senator's wife, one dressed as the first female novelist in this
county and another one dressed as a farmer's wife. They presented the different
perpectives from their own views and gave a little background on themselves, talked
about their dress and their lifestyle. My approach was to give the children problem¬
solving questions where they would go out into the exhibit, compare or look at different
paintings to find answers to questions about that particular aspect of the cultural life of
the people. They would then sit down in discussion groups with the class and present
what they saw and discuss it. At first, the docents really resisted getting dressed in
costumes. I feel that it really enhances the tour. I think the kids really love any kind of
make-believe, any kind of role-playing. They also got involved in that tour, by the way.
Role-playing kids were asked to dress as different people, too. Those tours were very
involved, it was a two-hour program, maybe too intense. I would simplify it now. But I
found for most docents, really, it was a learning process for them and they enjoyed
learning about Bluehills county, its art, and culture. And, once they got into it, most of
them really enjoyed it Not all of them are the best actresses in the world, but, you know,
that's okay.
For a while, I had an advisory group which included the heads of curriculum for
the various schools. And I do work with the teachers, going over things, getting advice
from them. This is a mill town. Most of your people here are Polish, Italian, Irish, some
German. The board here at the museum is mainly made up of community leaders, such
as presidents of banks, industry, and some lawyers. The board offers so-so support for
education now. It wasn't that way the first five years I was here. The board then was not
a real working board. I think it's changed, and I think that in the last five or six years they
are much more aware of what I am doing. I have given several presentations to the
board.
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What I call upon most to help me in my work is my Midwestern upbringing. I
was raised in a family that had no obvious prejudice, I was always, it was emphasized to
me so much that I was no better than others, and we were in this together. I was raised by
a populist father who really, you know, felt that it was your character that determined
who you were, more than success in life, it was what you did rather than your
background. I think we need to be very open, being very democratic, being aware of
what peoples' needs are in the community. Particularly in this day and age, a museum
really has to serve the public. The first museums were really founded to educate the
immigrants, to educate the people. To survive in a job like this takes total dedication to
what you're doing and being oblivious to politics of the museum. When I first began, I
was pretty naive. I didn't realize that politics entered into a small museum. I think the
way to deal with politics is to keep your nose to the grindstone and if you believe in
something strongly enough, work it out and do it. It takes perseverance, it takes a hell of
a lot of work.
This museum is beginning to address multiculturalism. But they never had a
multicultural audience they really had to address with the type of exhibits we do or the
programs we do. I think that's changing because to get grants and to be responsible to
society, we have to show all aspects of our society. I think multiculturalism is extremely
important [But] I think we can go overboard. I mean, I really have two feelings about
multiculturalism. I feel that we should educate and serve all aspects of our society and
develop all aspects of our society, but we should not forget [that] what built this society
were the principles of democracy taken from European western ideals and, although these
people [the museum board and curators] do show prejudice against multiculturalism
themselves, I think we can't forget the things that made this country expand. I think
multiculturalism has gone, in some aspects, to the extreme. They only want to have their
own culture taught. And I think that we have to keep a balance. The danger, we all have
our prejudices, how can we all have a job? We need to keep the balance of what this
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country was founded on. We all probably try to revise history according to the way we
see it from our own perspective. And that's the danger, trying to keep an open mind, and
trying to keep everything like it really was. Everything's relative, right? You can go
overboard.
I love art so much, I believe art embodies so much. I mean the content of art
embodies culture, embodies man: his spiritual, mental, moral. I feel that if you can be
taught to look at art and understand it. I would hope that we could inspire other people to
learn from, about past culture and to look at their own — that ties in with this
multiculturalism viewpoint, that they can understand all aspects of art, history, and life,
that perhaps they [ethnic groups] can view our society in a little more reasonable light.
I'd like to see the museum become financially solvent. I know it's under, right
now, a terrible deficit problem. I would love to see more staff hired. I'd like to see
money for, not only contemporary, but diverse exhibits with multicultural aspects. I
would love to see an exhibit of African-Americans here. I think that would really be
good. I feel, that, you know, my social work background very much ties into what I want
to do with museum education. Serve the public, right? That's what I think life's all about,
helping mankind, right? I wish everyone felt that way.

Doris Lee
Doris Lee has studied art since ninth grade. Part of the sixties' generation, she
worked at odd jobs until her late twenties when she completed her bachelor's degree in
arts administration. After working as an art therapist, she returned to graduate school
for a master's degree in art history, while working part time in a rural art museum where
she is now curator of education. She is White.
Unfortunately, I think I was an underachiever until late in my twenties and, if
anything, I had a lot of opportunities that I didn't avail myself of. I never felt
discriminated against until currently in the job market. Positions like education curators
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are undervalued within museum systems, so that when you have equal seniority, equal
credentials with someone, say who's in development, and you make $10,000 less a year, I
crab about it. And I did get a raise in my job because I made a lot of noise about it. I do
think that’s a problem and I do think that maybe that’s why a lot of women are in that
particular job [museum educator]. And also, when you look at the high powered jobs,
directorships and curatorial jobs, there are a lot of men in there for the percentage of men
and women who studied in the field.
For me getting a better job initially meant that I had a better job, more work and,
at the same time, a budget that was slashed. I oversee just about every aspect of public
programming except for movies and performing arts. That means programming for
children ages pre-kindergarten through high school, programs for adults, daytime and
evening lectures for adults, all school programming. I manage a volunteer docent staff of
approximately twenty. I run bus trips monthly, design and promote special family
programming, programming for special constituencies like the mentally and physically
challenged. I oversee a small fine arts program which is currently only children and
seniors. I’m not doing any adult programs; it was something I eliminated for a variety of
reasons.
Our constituency is a mixed bag. I would say the school population that we serve,
which is our largest constituency, is fairly mixed, because the county is fairly diversified
economically, so it’s serving the children of blue collar workers, it's serving the children
of white collar workers. It just depends what town they are coming from. We also serve
some of the private schools, where children have a lot of opportunities and advantages.
The adult audience is almost entirely made up of white middle class, upper middle-class
individuals and families. We serve very few people of color in the community. I don’t
think the museum is perceived as a place for them to go. The one exception is that their
children pretty regularly attend programs, because we make a concerted effort to literally
pursue schools. Then there is also sort of a strata of very advantaged people who are
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board members, their friends, who attend all the swishy affairs and so on, [they do]
fundraising. They look like a large presence, but I think in terms of audience, the fraction
is fairly small. They are just very visible.
I do plan programs with teachers. One of the problems has been that staffing over
the last year and a half has really curtailed the ability to do organized planning. But this
year I have a very energetic volunteer whom I've worked with and we've done a bunch of
planning and we've initiated a sort of separate high school, middle school program.
Actually we had our first program today with one of the schools we've worked with. I
think it was very successful and that was planned with teachers and it's based on a fine
arts program. Ive been trying to get more of those in.
We were going around soliciting schools. We chose three school districts and
asked to meet with teachers and said we wanted to start a high school program and asked
what they were interested in. We got three totally different perceptions and answers from
the three different school districts. The choice was [finally] left up to individual teachers
because one teacher had said "Oh, we were there before and we didn't like our program,"
even though we were saying, "But we're developing a new program."
The person who expressed the most interest was one of the fine arts teachers. She
and some of her co-workers had gone around and visited our museum and two others to
determine where they would spend all of their money, where they would go for the day to
do some big thing. We were the last site they visited. They said to us that they were very
uncomfortable with the reception they got at the college museum and when they walked
into the second museum, the staff had said, "Well, what do you want?" I can't take any
credit for this, but my volunteer, whom I have made the supervisor of the high school
programs, had made the teachers little sandwiches with diet cokes and cookies, and
everything. She gave them lunch, gave them a private tour, and said, "What can we do
for y<9M?" And they wrote this beautiful letter and said, "Just on the basis of comfort
alone, we feel that you are the institution that most wants our students." So their day
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today consisted of a chronological tour of the galleries to which they sort of lend
themselves.
I did a specific presentation on methods and media in style in sculpture. I co¬
presented with a contemporary sculptor who then showed his work. Of course this
sculptor is a conceptual artist, so the smff was quite different from what the students had
seen in the gallery. It worked very well. I mean, I thought the kids, the group that I had,
especially the first group, when they were really fresh, really got into it. The second
group was sort of pooped already. Then the kids all went off to lunch and this afternoon
they are sketching in the galleries with another one of my volunteers who is an artist and
they are watching a video on a New York artist whose home is here.
One of the advantages of working at a small museum is that I get to do
exhibitions. Ive been doing exhibits for five years and usually they've been collectionsbased, small exhibitions. I did them mostly for my personal development and they were
primarily allowed because the education gallery wasn’t under the review of the curator of
art who was so extraordinarily territorial that he wouldn't let anyone else work on a show
unless he decided they could. His position was eliminated a year or so ago. More and
more, they have asked me to work in a variety of capacities that the curator would have
done. A lot of it's related to the economy. I would not have been allowed to do this
exhibit [I'm working on now] in our changing exhibition galleries unless he had been laid
off, and the economy hadn't taken a nose dive. But I did get the chance.
I wrote the grant and got funding through the state arts council. Again it happens
to be part of my personal development because I like education, but I would prefer to be
doing exhibits. I simply got into the education end because I had already been teaching.
When they hired me initially, it was based on my studio knowledge and special audience
abilities and that kind of thing and, so, it was sort of round about that I started in
education. I probably wish I was doing some other things. I am co-curating the exhibit
with a consultant curator. The grant came through for a little less than half of what I
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asked for. What I actually asked for, half the grant, was for money to hire an assistant so I
could do the exhibit without losing my mind. When half the money came through, I
decided to do the exhibit anyway. So I've done probably at least sixty percent of the
research on my own time outside of work, in the evenings and that sort of thing. I made
it a point to attend seminars that were on related topics because I wanted to do
multicultural exhibition and I wanted to do something using a lot of our permanent
collections, although I've been borrowing materials that were related to American
collecting practices around Native American materials in the nineteenth century. Also,
practices to do with representing Native American peoples. So the permanent collection
lent itself to this and I've worked with this consultant curator.
It's a very dense exhibit and it's basically, although the period that's under
discussion is 1820-1920, it is to allow people to think about origins, stereotypes as they
apply to Native Americans. Objects representing cultures, individuals representing
cultures, women's industries and roles, there is a contemporary opening section on the
Native Americans who lived in this region. This is an important part of the school
programming. Basically, headings interface with sort of the collecting side of things and
the depicting side of things. I wrote all of the labels and developed all of the concepts for
the visual-two and three-dimensional works, and my counterpart has done the
anthropological perspective on collecting and collectors so that we don't actually talk
about what an object is but rather how it fits into the lives of people.
It definitely is a different type of exhibition; this is like a stepchild of an
exhibition which was just recently at Yale. I've already taken a lot of heat about the
labels from the administration, who graciously offered to help edit my labels, when I
already had two editors, thank you, because I have a Native American person who just
finished checking all the labels from both of the curators. My boss went through [read]
them and almost went through the roof. I think, frankly, that he's just a very, he's been
out of graduate school for twenty years and I don't think he's been paying attention to
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development. He's out of touch with revisionist work. He subsequently actually
apologized to me and was embarrassed by his initial reaction. But he just didn't, I don't
think he had read the grant in a year, and I think he forgot what the exhibit was about,
because we had stayed very tme to the initial proposal.
I don't believe in bringing the exhibits [objects] into the school if someone is
coming to see the exhibits. I don't believe in doing big slide shows and stuff. We're
showing one image in the school. I got a little bit of money for someone to help me, and
I brought in a very nice woman who basically has her master's in education, and she is
working on a curriculum pack that focuses on stereotypes and how they are formed and
what they mean. That's the direction we're taking with the school program. The students
basically have, the teacher has a choice of using about five exercises that will come in a
teacher's pack. The students see one image from the exhibit, which is the opening image.
I purposely want them to be familiar with it, so that that's where we can get started.
We already have a multicultural program in place, a hands-on elementary school
program. There are a lot of choices to pick through. I went through these materials last
year, revising the program, and did something that was very unpopular with the docents.
I had pulled out a lot of fantasy and costuming aspects out of the program and that made
some teachers upset with me. There is a multicultural flyer which says this is what we
think is okay and not okay to do. Most of them [the teachers] when they call up and try
to get me to wear a costume, say, "A lot of the kids wear costumes." They say, "We
know its not okay but..." Hardly any docents will do the program; it requires a lot of
research, and it's a very physically demanding program. Ninety percent of my docents
are retired, with the exception of a couple, and they find it too exhausting to do. So I
only have three reliable people who will do it. They're all into being sensitive to diverse
cultures and to people's wishes. So, even though we've gone back and forth about things,
like the social bans which used to be part of African-American interaction, they'll do it.
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We play authentic music and research the tour, so we feel like we're not making up
something that the children will misconstrue.
I wonder what the public reaction to the show [that I'm working on now] will be.
A, they won't notice it and not care, and B, I can think of a couple of people in my mind
who would come in and carefully, carefully read the labels and probably get mad and do
some letters to the editors. I worried and worried about getting some Native Americans
picketing on my lawn. I hope that the woman who edited the labels is correct in saying
that she feels that they are very sensitive. I mean, I don't like to get into this politically
correct stuff so that nothing is offensive. I know it's an exhibit that is designed to change
people's perceptions and challenge long-held beliefs. If it makes people uncomfortable
it's bound to have some repercussions. But there is the fact that all the little children and
middle school children are all coming, armed with rethinking curriculum. They are more
advanced in their thinking than their parents, and probably a lot of those children will
someday be teaching in our community colleges, that sort of thing.
It was interesting to me what my boss picked up on and was disturbed by. It's
such a sacred cow. He said to me, "Well, I probably won't have any problem with the
collecting side of the anthropological perspective." But he was not prepared for a
revisionist look at the paintings or sculpture in our American collection.
I'm really not sure I have a definition for multiculturalism in terms of the way that
I apply it to the exhibit I'm working on. I think that programs or exhibits or curricula that
look at more than one culture and treat both the sameness and the differences in a
respectful way, that to me is multicultural.
I'm scared because of the economy, I can't ever imagine working any place but in
a museum. In spite of the politics, the aggravation and all of the ego, and everything, I
find them [museums] personally fascinating institutions and I believe very strongly in
their social value. I believe that they are places that can make for a better world or a
better life for people. I think that, in spite of the fact that I delayed my education, with
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my drive and my work quality, I could go fairly far in my field in the next twenty years, if
I were willing to move. But Tm not, I feel like Tm definitely here and it would have to be
some sort of joint decision with my husband that we were relocating for a lot of reasons
than just a job. So, I'd like to see someone come along and fill out the endowment,
because there's not enough money to run the place. And truthfully, they need a visionary
leader who can draw on the strengths of a diversified collection. There are a lot of weak
areas in the art collection, but it contains things that no one else has and so, I think they
should probably have someone come in to develop cross-disciplinary programming and
new perspectives on the collections. And I think they need to work very closely with the
community to make this a very friendly, accessible place.
I think if you had enough money, quality wouldn't be a problem. I mean, I
already think the quality of the exhibits has suffered over the last two years and that there
have been exhibitions, say of contemporary artists, that I'm not sure should have been
here, but they were because it was easy and cheap to mount a show. But on the other
hand, I think it's healthy not to have all the soft money that was there in the eighties
because it makes museums and makes people working in them think harder about new
ways to do things.
I love the children and I love teaching the kids, but there are just so many aspects
to my job right now, and so much of it is administration. I would say it's just the overall
work I love, where I can look and say, "Wow, that was really successful, that really
worked, or we did a really good thing, or Im seeing changes in the Native American
curriculum because of changes we've made in our program." I think that's very, very
healthy. If no one specific thing stands out, overall it's the little successes that count

161

Harriet Northcrnss
Harriett, from literary White Yankee roots, is a political activist who has been a
strong civil rights advocate. Her father, whose ancestors came from England, ran the
town newspaper and her mother taught Greek and Latin. In her sixties, she has had
many years teaching experience and has received numerous grants to write educational
art materials for teachers. During the Vietnam War, she started an Asian library in her
home so that children could learn about Eastern cultures.
I lived part of the year in the middle of town and lived at least four months of the
year on a sand dune on the beach. A rather elegant, different setting. I'd often seen the
mentors in my life as a kid in summer day camp or on the beach where I had some terrific
counselors. I also had some older friends there who were just summer friends, but made
an indelible stamp on me. I think about my style of teaching, of who my mentors were,
they surely didn't come from the public schools. They came from these summer
experiences. In public school, I was a sort of a Yankee in a class of a lot of Italian
children, some of them were very poor. At a very early age, I knew the difference
between the Italians from Sicily and the stone cutting Italians from the northern part of
Italy. When I went to Italy later on, I saw all these hand gestures and heard phrases and I
knew they were a part of me. Fd heard them growing up in Easthampton. So, perhaps
unconsciously, that was my first multicultural introduction, because I knew how strong a
Yankee background and English tea and all that stuff was part of my growing up.
[As a child] I was at my father's newspaper office a lot. I sat outdoors and looked
through the fence at the tumble-down apartment house next door. I saw Black kids there
and other kids in poverty during the Depression. I remember one time during Sunday
dinner, there came a Black family walking down the street on this cold day. A tall, tall
skinny man and skinny wife and a couple of kids and just a bag. My father went to the
telephone and he called the police. I said, "What'd you call the police for?"
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He said, "Those people need a place to spend tonight." We had lots of people
who came to our door for meals. We lived only a couple of blocks from the railroad and
these were people we'd never seen before. Maybe they came in and ate in the kitchen, or
I guess as they came more often, my father just made the arrangement with I don't know
whom, the police or what, but he contributed to a restaurant in town and people could go
eat there. So I have this as history. I grew up in a house with a maid. We had two
houses and two cars, but I saw the other side of life a little bit. Then I went off to college
at one of the Seven Sisters.
After college, I was too scared to go into teaching right away. I landed a job in an
observatory. The first person who hired me was a friend of my father's. He later became
the head of education for the territory of Hawaii. He was just exuberant all the time, he
spoke three languages, he could talk to people, Filipino, Japanese people, Chinese people.
Not much probably, I don't know, I didn't see enough of him, but you could just see he
sparked the whole time, he was so enthusiastic, he loved people. My boss's philosophy
was that astronomers be a thread, an international thread and you must be a global person,
and you must practice it in personal ways. He tried to live that way and he certainly
instilled it into his students. Having almost lost two brothers, knowing they were both
missing [in World War II] in one year, and having lost four friends who were twenty
during that last year of the war, I think it makes me want terribly much to be part of the
family of man, and I get emotional as you can see. This matters to me.
Well, I had really meant to be an art teacher, so when I was at the observatory, I
got a job as a part time mud girl at a pottery studio. And I did that for half a year and
then went into teacher training at Shady Hill School in Boston. It was a terrific training
program. Then I got a job there teaching art. They have a central core system, it's a
school for three year olds, up to ninth grade. They take a different subject every year for
their core study. When I was there, their core study was for the fourth grade it was
ancient Greece, seventh grade it was the Civil War, for one year it was Indians. I don't
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remember all the others. It was an absolutely wonderful way, just perfect for me as an art
teacher. I suddenly had to do all these things. I was an apprentice, I was a teacher. They
made me keep apprenticing after I became a teacher. Then I had to study all this
literature that went with all the art classes, but I loved it. It's fiin to attach a subject to art.
So that’s how I got shaped. I taught for five years and after we started our family, I went
back once a week for a while.
My personal strength? I’m a bit of a ham. I know when I’ve reached a child by
his eyes, his smile. That helps. Tm not an artist, Im occasionally a good craftsman. I
know a lot of crafts and I’ve studied at the Museum of Fine Arts. That was useful. I’ve
studied weaving; I had done a lot of crafts.
I had taught teachers here at the museum for five or six years, but I had retired
from teaching completely when there was an in-service institute in town for teachers.
The teachers have to ask for you and the teachers define the course. What they asked me
for were the best years of those history art workshops that I had taught in Boston. So I
wrote them a book and I taught them here at the museum. Wrote an art book for them,
which was curriculum plans, reading lists, field trips, and how to get yourself psyched up
to do some of these different topics. Then they said, "Now will you please write us the
same course about the new children who come from Southeast Asia, Central America,
and Puerto Rico?" I had touched on these places before, it wasn’t totally new to me,
because it was stuff I did before my kids were even in school.
So I said, "We’ll try that." It went well enough, I guess. Then they wanted a
course on just Southeast Asia. I said, "I have not had a course on Southeast Asia. Go get
yourself a good Asian scholar." And they said, "No," so I did a course on Southeast Asia.
I used the same methods: reading materials, slides, maps. You get history and
geography, art works, mostly folk art, because the kids relate to that immediately.
Teachers do rather well with that too. I went to Washington, I went the Freer Gallery, I
went to the museum of Natural History. I love the Smithsonian, and the Arts Council
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regularly gave me two or three hundred dollars for different projects. They gave me five
hundred dollars for a word processor for the book and I had a three hundred dollar grant
from them to buy slides for the teachers. Sometimes you're just on the crest of a wave.
The museum is not really on it, but I've been on it for a long, long time now.
The museum community does not represent the new people of the town. It surely
represents the older. You know we've had lots of different waves of migration. This is a
mill town. First there were the native people and then the English people came from the
East, and then the French came down from Canada, Greeks came, Jewish people came
from pogroms in Russia, Finnish people came. Many are now part of the established
Yankee population.
This place is losing money like mad and part of my job is to bring in money. I
was asked by one of the teachers that I had taught, to do twenty multicultural art
workshops in the elementary school across from the museum, which had six hundred
kids. All the non-English language children of the city went to that school. The kids
were from Asia, they had ESL [English as a Second Language]: the children from Puerto
Rico had bilingual education. It was all going on at that school. Anyway, I was asked to
come in and do multicutural art workshops and I did. We made Hmong hats. We did
applique works which were simply true escape stories and the children did escape stories.
They didn't remember them [the escapes], they had been babies, but their parents told
them. I saw some drawings by a Hmong boy who possibly had brain damage from drugs.
He had been drugged for the Kong River crossing. He's a fine delightful person, but he
has this problem. I still see him sometimes. They think maybe, that's the only bad thing
that happened to him, that he was drugged on that one night of crossing. And maybe
drugged too much, but didn't die. Anyway he asked me to come see him. He had another
boy with him, a Mexican boy. They were working together and the two boys told me
their stories. One told me that when he and his family crossed the river, they hired a guide
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and they were in a boat with his mother and father, and they got away all right. Then the
Mexican boy said, "My family crossed the river, too."
I said, "And did they hire a guide?" He answered, "Coyote, "which is the word
for the person who brings you in [to the United States] illegally. I said, "How did you
come across? Did you come that way through the water?" He said, "No. I sat in my
aunt's lap on the bus, my aunt came across for a day. "She had just happened to leave
him behind when she returned to Mexico. But these boys are still friends. The fact that
they shared crossing a river, it was special and they wanted to share it with me. I mean, I
was invited especially to hear their story...
Now we work with all the third graders in town. They have two full days at the
museum during the school year. The National Endowment [for the Arts] paid for a
permanent multicultural exhibit, a tour of the ancient worlds. The docents do the tours
for this. They really give an academic approach to it and it's all very well laid out. So we
went from five classrooms to eighteen last year. The NEA gave us a grant of $50,000 last
year, so I bought books with that and tapes and some permanent materials for art classes
[connected with the tour]. The teachers and the docents wrote the program. There were a
lot of teachers involved. Teacher involvement is incredibly important. And now we're in
four schools. We work with the third grade classroom teachers, all the art teachers, and
all the librarians in the city.
In working in a clearly bilingual class, I simplify the entire project to make it go
better and the teacher translates as I go along. And it is frustrating because the kids' work
habits are so, there are way too many children for anybody to do anything with. But
what is distressing to me is their work habits. They just haven't had hands-experience
and I don't think it's just language, I really don't. I hear some of the teachers say that it is
very distressing to have some of these kids in class because they just vanish for the
winter, they go visit grandmother in Puerto Rico. They come back and they have lost
whatever progress they've made.
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When I'm with the Asian children it's different, very different. I know you must
never touch an Asian child and some of us are touchy people. The art teacher across the
street here came to me one time and said, "It's just awful, I have this wonderful sixth
grade Hmong boy and he does wonderful art work. I was telling him at the end of class
how much I appreciated him and his work. I praised him and I put my hand on his head.
The kid froze. He's been cold ever since. I touched a sacred spot." It's very important
for us to learn about these gestures. Gestures world-wide are not the same
The museum can change and it should. I mean, no place should be frozen in its
first attempt, not totally. The docents are all White. The board doesn't want to change
the character of the museum. It doesn't have the new people sitting on it. I argue with
my boss [the director] every day. So change is infinitesimal.

Katerina Streichen
Katerina grew up in Europe. The daughter of an African-American father and a
Jewish refugee mother, her first language was German. She came to live in New York
during the sixties and is now in charge of multicultural programming and outreach at an
urban museum in New England.
The sixties were a time of a lot of really upward mobility. There was a lot going
on, the civil rights movement was beginning and both my parents were very active in the
civil rights movement. I went to freedom school. We attended Quaker meeting on
Sunday. At that time it was also the beginning of the anti-war movement. My family
was, my parents, anyway, were very involved in that. There was a lot of activity and a
real sense of activism and I think that was what was going on in the whole country. It
was very particular to my family and the kinds of activities that we were involved in.
The friends and families that we associated with were also people who did this as well.
So it was a very exciting time.
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It was a really hard time personally, because my parents were also in the process
of divorcing. As a child, I was probably eleven or twelve then, so that was very hard
because I was very close to my father for a lot of different reasons. I think because he
was the African-American person in my life that I was close to, and we lived in this pretty
predominantly White community. So it was hard, and of course at that time I was given
the choice, my parents are very open people, to choose which parent I wanted to go with.
I chose to stay with my mother. I felt like I had to do that And that was really hard,
because it was a time when I was becoming much more aware of my own identity in a
way that I could articulate. I eventually went to boarding school. A school that was like
Puntney, the Putney School, which was a wonderful place. It was modeled after that and
begun by two people who were educators who had worked at Putney for years and years
and who loved the philosophy but didn't like the size of it [Putney]. This was a school
that had thirty-eight students for the whole high school. Out of the school there were
probably six Black students, maybe, and I was the only Black student that wasn't there on
scholarship, because my father was a college professor by then. So, the racial issues and
class issues were ones that I was very much aware of at that time, very much aware of the
fact that I could do a lot of things. Most of the people who went to the school came from
a lot of privilege, it cost them what it costs to go to college, so that was something that I
was struggling with and was very much aware of. I made a lot of connections with Black
students, but a lot of these students came from the South and they came through this
program, the ABC Program. I don't even know if it still exists. It's called A Better
Chance, and they came on scholarships. I remember that they had to work incredibly
hard to keep their scholarships and I was in a situation where I could do what ever I
wanted to. I mean there was no threat of being thrown out of school. I responded and did
things in a very privileged way, that I didn't have to worry about. They made me aware
of it and I was aware of it as well. It wasn't that we weren't Mends, but there were issues
about it. I then met a lot of people at that school who lived in Montvale. So I visited
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Montvale on some vacation or something, and I really loved it. I fell in love with it, I felt
it was a wonderful place. I felt very comfortable there. I saw interracial families, which
is something Td not seen a lot of. I was always looking for it, having come from that, and
I felt like this was a place where I could be very comfortable. So I lived in Montvale and
I worked with children. I did volunteer work at a battered women's shelter and I did work
at a day care center. I was very interested in education. Even when I was in middle
school I had worked at Headstart as a volunteer. My mother had to drive me to Headstart
two days a week. So I had always been very interested in how kids learn and in being
around children.
And then I decided that I did want to go to college. I did an adult degree program
through a college in Massachusetts where my focus at that point had to do with
community work because one of the things I was aware of, in trying to understand
education and the philosophy of education, was that I was very much interested in
community activism and the power behind that and how people could really make
decisions and make actions and make things happen in their lives if they were given
enough information. I realized that I was interested in cultural work as well, so my areas
of interest changed a little and I wanted to do more artistic kinds of things. I had always
done that but I hadn't formalized it. I didn't feel like I was very good at it. I felt like I had
access to it, but I was also aware of the access that I had and that other people like me did
not. I remember very clearly going into museums, which I did all of my life, and being
very much aware that my father, my sister and I were the only people, except for the
guards, who were people of color in the museum. I became interested in that.
By that time I was married and had a child. I had a family then. My husband was
a painter, so the kind of emphasis on art in our lives really increased. I became much
more aware because of who I was married to, of the importance of arts education. He
was a teacher as well, so that pushed me more into understanding and thinking of the
creative process. But I was always very much concerned about who had access to it. I
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started working: after I had my daughter and because he was an artist, I was also aware
of the fact that we never had any money. We were always struggling. I worked at
corporate smff, whatever I could do because artists don't have access to health insurance
and they don't sell, so that was something I could do. I did that but I absolutely hated it,
absolutely hated it.
I started working at a place called the Arts Center, which was in the west end of
town. It doesn't exist anymore . It was a wonderful, wonderful place. It was a
neighborhood arts education center. Kids from the neighborhood came and took art
classes. And we worked, we got grants from the state which were bringing urban kids
and suburban kids together for programs. When I started working there, I felt like I had
really found my place because it was a way to do this community work that I really loved
and felt very committed to, and I felt like it was kind of critical to who I was. I also
combined my love of art and access to the arts for children. So it was perfect and I
thought, "I'll never have to go back to the corporate world again."
The neighborhood arts center was very difficult to sustain because it had
basically been funded from the start. There was a large staff, a multiracial staff. This is
before multiculturalism was the buzz word that it is today, but we were doing
multicultural work. The staff was multiracial and bilingual and the students were, by the
nature of where we were situated geographically. We didn't have to work at it, it
happened naturally. It was the kind of environment that was so rich with people's ideas
and people's energy and really caring about children. The funding was very difficult and
it was very tenuous a lot of the time. As the staff got older and started having families, it
was increasingly harder to work in an organization where you really didn't know from
week to week if you were going to get paid or when you were going to get paid. People
were very frustrated with that I was one of those people, because in my situation, being
one of the providers for our family on a weekly basis, it was difficult, it was very much of
a struggle for us.
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I started looking around and I knew that I wanted to keep doing the same kind of
work I was doing and we needed to have more money. It was just as simple as that. I
saw an ad in a local community paper about something here at the museum. It was 1984,
and I thought, well I'll just try it. Ill come and talk to them. When I came and talked to
them here, one of the things that struck me was that this particular job, I think it was
coordinator or something of community outreach, was a lot of what I had been doing at
the Arts Center but with a different focus. The way that I viewed it was that it had
something to do with access, which was something that I care desperately about. I had
also become a user of the museum and I loved it My daughter was two then and we
came here a lot and we loved it and I felt like this was a place that embodied the goals
that I was interested in. One of the things that I loved about it was that the people that I
talked with, everybody had been here for a very long time. The woman that interviewed
me at that time had been here for ten years. Other staff people that I talked to had been
here for a very long time. It was exciting, it was sort of the other side from the Arts
Center where people couldn't stay there for a very long time because they couldn't afford
to. I felt like maybe this would be stability.
They wanted me and I wanted to be here. I took a cut in pay. It was actually less
pay than the neighborhood arts center. And it was more bureaucratic and there were
things that I needed to get used to. It was difficult because everybody had been here for
so long so there was a culture here that you had to know and you had to try to figure out
how to understand. Everybody had worked together here forever and ever and knew each
other's ways and knew each other's children when they were just ideas. It was hard
coming into this. It was like a family and people had worked very intensely. So it was a
very hard situation to come into. But I really was excited about the work and I came here
with a very different agenda than other people.
People kept saying, "Well, you won't get to do exhibits," but I didn't even want to.
That wasn't what I was interested in. I was interested in the exhibits and how people used
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them, but I was really interested in getting people in here . This is a public institution and
this is where everybody should be able to come and we're going to figure out how to have
it happen. At that point we got a lot of money from the state, lots, so we could open the
museum free on one evening a week. We offered tremendous programming and we had a
staff just to do community programs. Outreach as they called it. I hate the word because
the word sort of implies that you're poor and you're not really part of the mainstream of
the institution.
People experience the museum in a lot of different ways. If you are White and if
you are upper class, chances are you feel like the museum is a place that you could come.
If you are poor, you could be of color, or even middle class, museum means a certain
thing to certain people. It means you have to behave a certain way, you have to dress a
certain way, you have to understand what's going on here. Some people really believe
that museums are not for them and that has been perpetuated in a lot of areas. Museums
are traditionally elitist. White institutions. But a museum is a museum. We have
collections, we have things on the walls and we have things that you can't touch, but it's
fine if you come in blue jeans. We don't expect you to come in a suit and tie. It's fine if
you want to, but that's what I want to communicate. I wasn't the first person to think this,
which was one of the reasons why I came here. There were other people who thought
similarly and felt that was important.
So gradually, I was able to become the director of the program. I work with
curators and program administrators of comprehensive programs. When you are doing
outreach you have to communicate with a lot of other people. I like to do that anyway. I
feel that outreach isn't just keeping kids out and bringing programs to them, but it is
having people come to the museum. The museum got a lot of money to launch a
multicultural initiative and a position became available. I was really not interested, but I
was encouraged by the administration to apply for it and so I did. I became one of the
directors of the multicultural program, which is a comprehensive program that looks at
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curriculum, and word composition, and staff composition, and audience development
within the institution as well. Everything, So that's what I do now as well as doing the
community work. I feel like that is something that I don’t ever want to lose sight of. And
in a certain way, doing what I'm doing now is an extension of that. And it makes sense,
because once you have people come here, you have to have programs and exhibits that
are relevant to them and we didn't before. So it's a natural evolution, it's one that I didn't
clearly see. It was sort of a gift that I was able to be able to do this.
Kids are not going to spend time looking at something if it doesn't mean anything.
Kids are just too sophisticated and they're too smart and there are other things that will
catch their fancy. Here, we don't have a lot of time to grab kids, so if things are presented
in a context and if kids can see themselves reflected in that, they more often than not are
going to be engaged. You can see that because they don't run by it and they don't say,
"Oh this is boring, I don't want to do this, let's go see something else." You hear it when
you're walking through the galleries. We do a lot of informal and we do a lot of formal
evaluation. Talking to kids, it's hard. You know [you can't ask], "Do you see your
culture reflected in this?" So you ask kids questions about what they see, you ask their
parents, you ask them what they learned, you ask questions. You look for joy, smiling,
engagement. "I want to be here." Kids not wanting to look away. Resisting when their
parents want to move on.
We have a dilemma here over labels because it depends how you use the
language. We try very hard to not have a lot of text People don't read a lot when they
come to museums and children definitely don't read a lot when they come to museums.
And then there is always the question of: when you have one language, is it the right
language and what about all the others? This is a pluralistic society and we know that
just in the urban area there are many languages that are spoken, so are we saying that
Spanish is more important then English or Spanish is more important than HaitianCreole? So there are those decisions. I think having exhibits, presenting exhibits in other
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languages is really important, because it validates people who are speakers of the
language. If you have something in Spanish, people can go through the exhibit if they
don't speak English, but it also sends the message that this is not a predominantly English
speaking country anymore and there are all these other people who speak this language.
So it's a bit of education as well. We haven't figured it out; we've made a lot of different
efforts on how to address this. And we've had clipboards in Spanish that people can take
around. If somebody is a Creole speaker, Spanish speaker, Portuguese speaker, or Khmer
speaker, they can take a written guide and go through the exhibits. It's not a literal
translation, but you can understand the concepts and we chose those languages because
we got them from the census and those are the four major, other than the English
language, that are spoken. Or they were in 1990, it's probably changed.
Multiculturalism is for everybody and it's about everybody, and it's about
understanding and valuing diversity. It's a hard thing to communicate. It doesn't mean
only people of color and it doesn't mean only certain groups. It means everybody and so
that's a very hard thing to communicate. I think people who are not of color feel very
threatened, feel like, "Where is my place in this? Does this mean that I won't have a job?
Does this mean that only a person of color can do this? How do I fit in here?" So that's
something that we are struggling with right now. I think class is part of this whole
multicultural issue and I think it's important, that's a barrier too. We don't know, we don't
have an answer, we're in the process and that's what this is as well, it's a process. So
we're trying to figure out how to address everybody's needs and how to support
everybody in this process of change. Change is difficult for people, it's difficult for
people who have been in power and we're not saying multiculturalism means you have to
give it up, it means sharing it. That's difficult. So, that's a barrier because I think people
feel threatened.
I think if people understand the process, truly understand it, then the content will
come. But I think that if they don't have a sense of why this is important and that you're
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going to have to survive in the world... Implementation is really not the final goal. It's
implementation through understanding and knowledge.
The board as I see it, that was one of the areas that we [have] concentrated on.
We have an African-American woman and there is an active recruitment of people of
color to come on to the board. We're very up front about this. We need to diversify the
board to address what we want to do, and it seems to be working. I think not without
difficulty, again, because it has to do with sharing of the power, not taking over, but there
is room for everybody.
I would think those days when my family was very involved in activism had the
most influence on my life. There was a real sense of fairness and having everybody be
able to say what they wanted to do and, do what they said, and have a chance for people
to be what they wanted to be. I think those were values that were introduced to me at a
very early age. I think at the time that my parents were together, it was not at a time
when interracial marriages were popular and were supported. I think that my parents
went through struggles to live and went through sttuggles for us. I think that they
instilled values in me that I have carried with me and that I use in my work, which is that
you have to listen to people, and you've got to be fair, and you've got to be open and you
can't put people into categories, those kinds of things.
A sense of humor, I think, is very important in any job and in particular in one
like this. People who work in museums take themselves very seriously, way too
seriously as far as I'm concerned. I think this is very serious work that we're doing, but I
think that it's important to be able to laugh because we have to be able to laugh at
ourselves. I think that I'm a compassionate person, I think I care about people very much
and I care a lot about children.
I think you do have to treat people differently. I think people have different ways
of working in the world and people are conditioned by their experiences of how they
interact. You do have to treat people differendy. Some people, I think it's very important
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to be aware of that, because somebody may be much more comfortable talking something
through and may not be able to write it. It does not mean that they have less intelligence.
It means that they are more comfortable with being able to talk things through. Some
people are very good at writing, but can not talk their way out of a paper bag. You have
to find the strengths in each individual and to use that, that's the beauty, that people bring
various strengths to a process, a project and you have to be able to find what those
strengths are and to build on them as opposed to having people feel badly about what
they can't do. My greatest strength is probably my ability to interact with people.
There are a lot of museum programs right now and there are times when I think,
that I wish that I had done that, I wish that I had known about museum education at the
time when I was in a position to be in school. I would say that a lot of my education has
really come as an adult and come in working, that's really my formal education. It really
has to do with learning about how systems work and how people interact with one
another and what kind of protocol to use and how to function within an existing structure
and that's not something that's that easy to do. I think about that, because I certainly did
not leam that in college or high school or grade school.
When multiculturalism is no longer a buzz word I really want to see us still doing
it. Not going on to some other new craze or faze or whatever is happening, whatever is in
vogue at the time. I feel like this work requires real commitment on the part of an
organization or institution and much more than just five years, but really it's a lifelong
process. I hope that twenty years from now or twenty-five years from now we're still
plugging along. It will mean that there will be hard times and there will be lows and
there will be opportunities when we have funds. It is a buzz word and we have funding
now to do it, but there will be times when there is no funding. So that's where I hope we
are, that we'll still be doing it. It's not like being a brain surgeon and saving someone's
life, but it's wonderful work.
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Betty Thompson
Betty grew up in the Mid West where she attended integrated public schools. She
did both her undergraduate and master's degrees in art history. She has been in her
present job for two years, but had six years museum experience prior to coming to New
England where she works in an urban art museum. She is White.
Ive done a variety of jobs in my career as a museum educator. IVe always been a
generalist, I've never been forced to just focus on one particular area. I've certainly had
many opportunities where I have done research on one particular area to put together a
course, or get ready for a specific exhibition or whatever. But it's one project about
American art, another project about European eighteenth-century [art], it's just jumping,
and I always like what I'm studying as long as I'm learning about it, then it's fun.
When my son was small I did some weaving and was selling weaving until he was
about three and a half. I started taking part-time jobs and I taught all sorts of things at an
art center in Michigan where I was living. I taught pre-school art classes and studio art
classes for kids of all ages. I did art history and art appreciation classes for adults with
slides and gradually did more and more contractual work for this art center, so that I
finally became the full-time curator of the art center, in charge of their changing
exhibition program and planning educational programs to go along with each month's
new exhibition.
I've been here two years. One of the things that I felt was wonderful for me in my
career, was that what various people liked as they were thinking about hiring me, was my
experience in a variety of different modes of art work, whether I was teaching studio to
all sorts of ages of kids, or teaching weaving to adults, or teaching survey art, art history
courses, or art appreciation courses at the junior college. I did an art appreciation class,
where it was slides one day of the week and a studio experience to relate to the slides the
other day of the week, working with all sorts of different ages and in different modes. I
heard when I got here and was being interviewed for the head of the department, [that]

177

they really liked the fact that I had done some of the jobs of all the people who would be
on my staff, so I could really connect with them. It was [also] a strong theme at my
college to be interested in cultural diversity. It really goes back to some of the early,
early years of the college. Oberlin was among the first colleges in America to have
women accepted and the first college to have Blacks accepted. It’s just been a theme at
the college, that diversity is a good thing with equality and justice for all.
The student population, of the city, about a third of the population is Black, about a
third Hispanic, and about a third White. I think I just read that about 40% of the student
population is Hispanic. I would guess that the Black population of the students is about
40%. So it's a smaller percentage of White students compared to the overall general
population. Of course our school programs are open to all of the school districts around
as well. We have a very strong school tour program. I think it's perhaps the strongest
and certainly the largest program that we do here through the education department at the
museum. Since fve been here we’ve developed school tour themes. I think there are
eleven school tour themes. We didn't have those themes before I arrived. The tour
themes have been very well received by the teachers from all of the different school
districts. They've given more of a focus to the school tour, and it's allowed the teacher to
choose a particular theme here at the museum for their visit that relates more closely to
the curriculum and the interest of the students. The school tour themes range anywhere
from symbolism in art to clothing in art, ancient art, early American art, later American
art, twentieth-century American art, and issues for the older student; art tells a story for
the younger student, looking at art, which is the elements of art [visual design], and the
"Medium is the Message." We've titled all of these school tours with kind of catchy titles
to catch the teachers' interest
For our "Clothing in Art," which is one of our popular tours, the docents pursue the
objectives of trying to show a variety of lifestyles in the different works of art. The
lifestyles are certainly going to be from different countries and from different periods.
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and they reflect different notions of the attitudes of society toward women or men or
children, different economic styles, how clothing reflects the geography, the climate of
the period, the attitudes of the people . So I think that that's been a popular one.
We just opened our Gallery of African-American art and artifacts. Exhibitions that
go up for a certain number of months, perhaps four to six months. Our first show in that
gallery was a traveling show, a survey of African-American artists from the nineteenth
and twentieth centuries. When that show leaves, then works from our permanent
collection by African-American artists will be taken from other galleries in the museum
and be brought into the African-American art galleries so that they can be seen together.
Because of these two galleries opening up, one of our school tours has been the "AfricanAmerican Experience." Depending on the exhibitions, a tour either focuses on history or
just the art. It’s been a very popular gallery. Ive heard from people here on weekends
that there are a lot of people visiting the African-American galleries on the weekend.
Both Black and White, but certainly a noticeable increase in Black visitors.
In addition to our school tours, with all these different school tour themes, we also
have developed some materials to send out to the schools for the teachers to use in
preparation for the tour. They vary in their format depending on what the topic is, or the
special exhibition. Often times, though, we'll have a set of slides, 5 slides or 10 slides or
12 slides, and we've written an essay to accompany each slide. We did that for the
African-American gallery and the teachers have been very appreciative of that. They can
either use one slide a day or all twelve slides together. They can use it at their own speed
The essays are written for the teacher and then she/he can present on the level that's
appropriate to the students. Then the students are much more prepared when they come
to the museum. We try to make all of our labels for works of art through any of the
galleries accessible to the public, reader friendly, try to explain an art term if we're using
it.
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I think the greatest strength that Tve added to the program is [that I] created the tour
themes; they didn’t exist before. And we've gotten an awfiil lot of very positive feedback
from the teachers that they really know what they are coming for. They can prepare the
students and they can be sure that the tour is more connected with whatever they are
studying in the curriculum. And we've really worked hard to try to find out what's
happening in the curriculum and create tours here that connect. The problem is that we
are servicing a wide variety of school systems and they all have variations in their
curriculum. So we try to offer a variety of things so the teachers can pick and choose. We
found that most of the teachers that come with their groups are the classroom teacher,
they are not the art teacher. We found that most of the tours the classroom teachers are
choosing relate to their classroom topics rather than pure art. The classroom teacher
prefers the social studies connection, the history connection. We have a symbolism tour
that they can use to relate to symbolism as they have discussed it with literature with their
students. We offer the pure art, the techniques of art, how to look at art, line, texture,
color, and so on, but they are less often chosen because of the teachers' interest. And
that's fine. It’s there to be chosen. So we're trying to be user-friendly.
We got a lot of suggestions from docents about what teachers were wanting. Most
of the suggestions come from our school tour scheduler, who had, prior to the time that
we put together the school tour brochure, she had spent her whole job, all of the time, for
a couple of years talking on an individual basis with these teachers about what they
wanted. Each tour was tailor-made to that teacher and it was just a very inefficient way;
we couldn't serve that many teachers. It required a half-an-hour phone call with each
teacher. From just her experience of working a couple years talking with all the teachers,
it didn't take us long at all to come up with ten basic ideas of what would work. And then
we also have a little note on our school tour brochure that if any teachers have any
suggestions for future tours to be developed, we're glad to take a look at those. You

180

know, whatever we hear, if we are in consultation with teachers and we get an idea, we
work it in.
The docents were reluctant to change. It was difficult for them to accept all of the
tour themes. They felt that they didn't have the independence that they used to have.
They felt that they had to be too tied to the objectives that I'd written up for each tour.
Most of them really like, most of anything, to talk about the elements of art And it was
hard for them to feel that they could develop a whole tour without that focus. It was
change and it was difficult for them to accept. It was also difficult the first year that we
were advertising all of these eleven tours available to the teachers. It was a lot of tour
themes for them to master in the course of a year. Of course, the best thing to do was
take one tour each week. Master a new tour. With our Monday morning training for the
docents, we spent an awful lot of time that first year on the new school tour themes. We
spent one morning's training session on each one of the school tours going over what the
objectives were. The other strong change that I was also trying to make that same year,
was to make the tours more interactive with the students. And so, for each theme, our
training often consisted of an awful lot of ideas for participatory experiences with various
age groups, young, middle, even high school, in connection with that theme. So they
were really getting two basic ideas that first year, the first full academic year that I was
here. New school tour themes and a more participatory approach. And it was hard for
them, but gradually, just through time, they've become used to it and now they accept it
much more.
The curators have given me some very good feedback about the themes of the tours.
They feel that the entire collection in the museum is being utilized in more diverse ways.
They felt that the earlier tours, before the themes, seemed to always have been about the
same works of art. Some curators felt that their comers of the museum hardly ever got
used. Because we have the more focused themes, just about every comer of the museum
is being used.
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I sit in on exhibition reviews, but I've very little input about the work that is
displayed or what gets hung next to what. I do review the exhibitions that are coming
from other museums, or have been organized by a corporation, or something like that. I
review those just as curators would and write my comments and I sit in on the meetings
with the curators to review those exhibitions. But I do feel that with the number of
exhibition curators versus one education curator voice, that I often feel outnumbered with
my questions of "What will the public like, how will this be accessible to the public?"
which is usually the point of view that I am taking. There is conflict between the
educational and curatorial staff in terms of the kinds of exhibitions that are chosen. I
think all of the staff in the education department would like exhibitions to be, to have
more variety, to relate more to some of the interests of the community, whereas the
exhibition curators, the collection curators, I think don't put as much credence to, "Should
we go after, should we pursue an exhibition of a particular topic because the public out
there might like it?" I think the exhibition curators, the collection curators think much
more solely on "Is this really high quality art?" "Is it a scholarly new approach to this
segment of art history?"
Our curator of Afirican art, who is also the curator of the African-American
collection, is a part-time here, part-time there. She is a Black woman. Her assistant is
also a Black woman. There's another woman working in the development section in the
membership department who is Black. Our office manager is a Black woman. There are
several Black people on the board. A Black woman, who is an artist and a high school art
teacher, is on the board. There is now a new Hispanic woman on the board replacing
another male Hispanic attorney, who had been on the board. The people that we've
suggested be asked to sit on our newly formed Education Committee are quite diverse.
We've looked for people who represent a variety of interests. We've looked for people
who worked on all different age levels in the education system, working with elementary,
high school, with college, practicing artists, people employed by the city, corporate
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people, just a wide mix. There are Black people we will definitely get on the committee;
there are Hispanic people, there's, there are Greek names. When I showed the list to the
director, he kind of giggled at just the surnames. He said, "This is a United Nations of
ethnic backgrounds." We are looking forward to getting their ideas as representatives of
their particular ethnic communities and getting their ideas from their particular
professional connection.
I don't see a danger fi-om community involvement. This would have to be, if it's
written up, it would have to be written up carefully. Just yesterday we had a school board
committee that we have, it's an advisory board of teachers from all levels and
administrators. It's a quite diverse board in terms of Hispanic people and Black people as
well as Whites. There were three people who all were teachers in the city public school
system who were Hispanic, who were talking at the meeting yesterday, with the director
of the museum there, talking about, I don't know how the conversation got there, it really
wasn't on the agenda. But the conversation rolled around to the Hispanic teachers saying,
as part of a larger discussion, about how the museum relates to the community and what
the education department is doing to make the connections, the Hispanic teachers started
talking how it would wonderful if we had an exhibition here of Puerto Rican art and the
director heard it directly from them. He's heard from us, but it was wonderful that he
heard it directly from three committee members, who're not just teachers, but they're all
leaders in the Hispanic community. He heard it directly fi’om them. That with all that we
do around the museum in translating our written material into Spanish, we have a Spanish
version of our recorded tour of our fall exhibition, of Hispanic performing groups here.
We just had Latin American short films here. It was a fall program in our theater. For all
that we do, they still were adamant when asked, that they would not see the museum
really strongly making the good will connection to the large Hispanic community in the
city until we had an exhibition of art from Puerto Rico. The director said, "What about
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just Latin American art?" "No. What we really need is art from Puerto Rico. Because the
Hispanic population here is like 98% Puerto Ricans."
This brings up the question of quality, because they [the curators] are not familiar
with any great Puerto Rican artists that they would feel worthy of giving a whole major
exhibition to. This is specifically what we've been dealing with in the past year. We had
some focus groups that I organized last year. I felt that the museum was making great
progress with making connections with the African-American community, AfricanAmerican collection, and the new gallery opening. But when I arrived at my job I said,
well, you know, a third of the population in the city is Hispanic, what are we doing to
make the connection there? I networked, made all sorts of phone calls, brought in leaders
of the Hispanic community for three or four focus group meetings and had them talk
about what would they like to see here, what could we do in terms of programs. They
were definitely saying at those meetings that they'd really like to see Hispanic art here,
specifically Puerto Rican art.
One Hispanic man was talking about how it's his style to wear a leather bag that
carries his eyeglasses, his wallet, kind of like a woman's purse but it's his—it's the New
York style. He felt that he was being discriminated against when he walked in a museum
with his bag, and because he was an Hispanic, he couldn't help but wonder would a White
man coming out of the "chic New York tradition," would that White man have been
asked to check his bag, like the Hispanic man wearing a pony tail? He was a little bit off¬
beat. So we talked about that. The teachers have been saying that they feel that the
museum is now much more welcoming to school groups. We've heard them say in years
past, the guards were too harsh with the students. The museum just wasn't making the
connection and now, we're making great progress. With more and more written material
being done in Spanish, they think it's great. We got all sorts of ideas for what we could
do in terms of programming from the focus group and we implemented those over the
summer. I sent a follow-up, a big mailing to everyone who had been on the mailing list
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for the focus group, which was maybe about forty people. I got quite a few phone calls
and handwritten notes back saying, "Hey, you guys are doing a wonderful job, you’re
turning things around." Because Id had enough time, I had maybe four months to pull
together a lot of things. I used that mailing to show them the Treasure Hunts that were in
Spanish, I showed them the recorded tour was going to be in Spanish, to give them the
dates and the movies that we were going to show of the short films from Latin America.
Asking them for their help with our Family Day Festival that was in early October,
putting an application in for our docent program. We did get two women out of the
Hispanic, out of the focus group, to join the docent program. We've made a whole lot of
progress, I think, in just the last year. But yet, from what they were saying yesterday, and
I've believed it all along, they would really like to see the exhibition here of some kind of
Puerto Rican art. And I think, I know there's resistance among the curators.
The opening of the African-American Gallery was just a wonderful event. And I
heard from so many other staff members or docents that the vibes between the Blacks and
Whites at that particular party were wonderful. Everyone was just smiling that, "Gosh,
this is an integrated event, and it's a wonderful gallery, and it was a wonderful party."
And everyone, it seemed to me, both Black and White, were so pleased that we'd finally
reached that point in American society where it was an integrated group and we were all
having a great time being interested in the same thing. Everyone was talking, later that
week. It was like the best party ever here and the vibes were so positive. So that was
really very nice to see. We also have a resident theater group that does experimental
American plays, and some of those have brought the African-American community into
the theater plus into the museum because their plays have had Black actors and a Black
theme.
We've been working on making, bringing more diversity into the docent program.
I'm making some progress. It's very difficult, but one of the things I did, starting this past
fall in the docent group that I took on to train this year. I'm offering not only my regular
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Wednesday morning docent training, I'm also offering evening docent training. The
evening docent training is something that I had been involved in Ohio, and I continued
the program here. In fact. I'd written up a report in Ohio about attracting working people
and minorities to the docent program with this evening docent program idea. So I did
that here starting this year and indeed I have three Black women who are in the evening
program; one woman works at the telephone company; another works at the State
Department of Health, and another is a school teacher in the public schools. And then I
have two, well, at the beginning of the year I had two Hispanic women. Unfortunately
one had to drop out because of a severe illness, cancer. I am very disappointed, very sad
for her personally. But also very disappointed, that you're making these little strides and
then one person has to drop out. She worked in an insurance company and was coming
to the evening class. The other Hispanic woman comes to the morning class; she's a
retired school teacher from town. One of the leaders of the Hispanic community, so I feel
very fortunate to have her.
One of the Black women in the docent training program was talking, we were
studying Italian Renaissance art, and I said, I was asking them, "How would you define
this term Renaissance? What does that mean? How do we see it? What are it's
ramifications?" As we were talking about the re-birth of the ancient world and seeing the
Greek and Roman figures in mythology in the paintings, she said, "You know you can
make a connection with the Harlem Renaissance." We have things about the Harlem
Renaissance in our African-American galleries. I said, "Oh, great. That would be a
wonderful parallel to make with any students." Another one of the Black docents-intraining was looking at one of the Renaissance paintings that had St. John the Baptist as
part of this altar piece, and St. John the Baptist is shown with a very dark colored skin.
She said, "Oh, this is great. There is evidence," she was telling the whole docent group,
"there is evidence that Christ had a very dark skin. And here it's shown by this fifteenth-
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century artist You know the Black students would love to hear that." So she, obviously,
they feel very free to make these comments just as they come up.
The goal of multicultural education is to get away from the Eurocentric, American,
the Western egocentric viewpoint of culture, to give greater value to diversities in
cultures. It refers to the values about the content of art. But it also, multiculturalism also,
is about bringing in diverse visitors to the museum. There you have to look at your
marketing and the unspoken messages as well as the spoken messages that visitors hear
or see, or perceive when they visit the museum. So it's about what happens at the
museum in terms of what kind of programming we do, how we present it. I think even
the kind of art we choose to hang on our walls outside of the permanent collection. But
then the other side is how to bring in more diverse people into the museum, get them
involved in an exhibition, or becoming members of the museum and coming often. We're
trying to do more and more family programming. We're opening all of the doors and
everyone is welcome.
The teachers were talking about this yesterday at the teachers' board meeting. We
were talking about how so many of the classroom teachers felt comfortable about using
the art collections to relate to social studies. The art administrator from one of the school
systems spoke up, "But we must not forget the great value of art for art itself." All the
teaches applauded at that point. Often times there's enjoyment. "Oh it's one of the, it
makes life worth living," is what those teachers said.
Sometimes an exhibition or work of art isn't so much enjoyable as just challenging.
It makes you think about the world in a different way or makes you think about how an
artist viewed something in this particular way and maybe that will make you think about
how other people might have such different views about a subject.
With every project that [we do], there's one percent creativity, and then 99% is
blood, sweat, and hard work. You have to break down a project into small steps. The
most fun is coming up with the idea. Then you have to follow through with all of the
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details. You have to be really well organized to make it all work, make your deadlines
and make it clear. If you try to teach something to the public, you have to make sure that
what you've written or what you've presented orally is understandable.
The development office is very positive about trying to get more diversity. They
organized a marketing committee that's really looking at all sorts of ways that the
museum might reach out more and more to the community. Td like to see more diversity
in the docent program in terms of color. I'm already pleased that we have some color in
the docent program, Im also very pleased that we've gotten working people into the
docent program, that we've gotten beyond the point of just having it for the people who
can afford not to work and come out during the day. Ive just begun to make progress
there. I'd like to see even much more diversity in people coming to our specific education
programs and the museum in general. Id like to see more materials developed for the
teachers to get more comfortable about the art, more in-class materials, I think that's very
important I've heard that from a number of museums, that you can only schedule so
many docent tours in a day and you only have so many docents available, that you really
have to create, put your energies into materials that lots of teachers can master and then
they can be the ones to bring their students in; you can't do it all by yourself. I'm really
interested in getting an awful lot of people, whether it's teachers or students or individual
adults or families coming to the museum, to feel much more confident about how to look
at art and how to have a good meaningful experience in art. That's a big problem for a lot
of people, they are a little scared about coming to the museum. Particularly adults with
kids, they're afraid their kids are going to ask them questions about the work of art and
the adults aren't quite sure how to answer. I've heard that same thing from a teacher
yesterday. We were talking about what theme to have for a summer workshop. She was
saying just basic how to look at art. She says you'd be surprised at how many teachers
feel very uncomfortable about what to do when they get here. They realize that it's a good
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resource but, "Gosh I hope the students don't ask me any questions." I would just like to
instill a lot of confidence in people.
I think one of the most important themes in my career as a museum educator is that
I like to bring art to the people. It’s my enjoyment of working with people, but it's also
my love of art and trying to translate that love of art and my knowledge of art into some
way that will be accessible to the man on the street I'm much more interested in making
the art here more accessible to a wide range of people than I am to creating a very
scholarly program for just a small group of people. That's important and I have staff that
can do that, but my greatest joy, and I think the most important for me as a curator of
education, is to bring people into the museum and have them enjoy it.
Why is art important? I think there's certainly a universality in art. I think it's a
great "hook" to get people to come here with the lure of some art that really closely
connects with their own experience. Once they're lured in, they'll discover other art. If
we had a Latin American art show or a Puerto Rican art show, I really would hope that it
would lure Hispanics and help them realize, "Oh, it's a treasure here. There's so much
here just in all of the galleries." Art is, there are so many ways to use art, whether you're
finding peace or calmness in a work of art, or being reminded about something in history,
or thinking about the human condition in some way, being challenged by some reflection
on values in society or being challenged artistically. Why has the artist moved away
from realism to create this strange form of cubism, or minimalism, what was the artist
exploring? There are just so many ways that art feeds the human spirit, that it's a special
part of life.
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APPENDIX A

LETTER TO EDUCATORS

11 Indian Pipe Lane
Amherst, MA 01002
October 28,1992

Dear
I am a doctoral student in the School of Education at the University of Massachusetts and
am working on a dissertation entitled "Shifting Paradigms: Museum Educators'
Perspectives on Multiculturalism." I am interested in discovering your feelings about the
recent commitment by the American Museum Association to cultural pluralism.
Traditional institutions have many barriers to overcome to achieve this goal. How are
you facing this challenge? What are your frustrations and rewards?
This will be a qualitative study which uses a confidential in-depth interview process.
Qualitative research methodology focuses on the contextual understandings of the groups
under smdy and the meanings and purposes they assign to their behavior. Data should
emerge from individual perspectives which will lead to patterns suggesting hypotheses
suitable for testing. Your unique perceptions should help us to understand what goes on
in multicultural museum practice and should help to provide a framework for planning
future museum training.
Should you agree to be a part of my study, the interview will consist of open ended
questions and will last about an hour and a half It will be tape recorded with some note
taking. I am enclosing a copy of the consent form I will ask you to sign before the
interview begins.
If you are willing to participate, please return the enclosed card. I can be reached at (413)
545-0474 during the day or at (413) 253-5896 in the evening if you have further
questions. Unless I hear that you do not wish to participate, I will call you to set up a
meeting time at your convenience. I hope to complete my interviews by January.
Sincerely,

Honors S. David

APPENDIX B

CONSENT FORM

This interview is part of a study entitled "Shifting Paradigms: Museum Educators'
Perspectives on Multiculturalism." Its purpose is to understand some of the experiences of
museum educators as they face the challenges encountered in responding to pluralism in
society. The role of the participant involves one taped interview of approximately one and
a half hours in length with a possible follow-up meeting.
The study forms a part of the doctoral work of Honore S. David at the University
of Massachusetts at Amherst. The information generated from this interview will be used
initially in a doctoral thesis. The same information, may, at a later date, be used in articles
or papers for publication. The following conditions will apply regarding the collection
and safeguarding of information collected by the study:
1. All information will be recorded anonymously. A code will be used to identify tape
and transcriptions of the interviews. No individually identifiable information will be used.
Confidentiality is assured and pseudonyms will be used for publication. Any mention of
specific programs or works of art which could serve to identify the participant or his/her
institution will also be changed or eliminated to preserve confidentiality
2. Participation in this study is voluntary and the participant may withdraw at any time. If
the participant withdraws, all written and audio materials recording his/her participation
will be destroyed.
3. The participant may request, at any time, that any part or all of the interview not be
used.
4. There will be no monetary compensation for participation. In signing this form, you
are assuring that you will mike no financial claims on me nor the University of
Massachusetts for the use of material from your interviews.
5. There is no anticipated risk in participation.
I will be pleased to share with you written materials derived from this study at its
conclusion. If at any time you have questions or concerns about this study, please call
Honors David at (413) 253-5896.
I have read the foregoing statement and discussed it to my satisfaction with Honord David.
I wish to participate in the study.

Date

Signature.
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